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Note. 

This  Primer  of  Harmony  has  been  designed  specially  for  the  use  of  schools  where  Har- 
mony is  taught  in  class . 

It  is  hardly  necessary  to  point  out  that  before  the  study  of  Harmony  is  attempted  the  student 
ought  to  have  a thorough  knowledge  of  what  is  generally  termed  “The  Elements  of  Music?’  This 
preliminary,  but  essential  subject  will  be  found  fully  treated  in  the  Author’s  “Elements  of  Music” 
published  by  Ricordi  <fc  Go.,  London. 

The  scope  of  this  Primer  does  not  extend  beyond  the  chords  of  the  Seventh.  The  student 
who  acquires  a thorough  knowledge  of  the  subject  up  to  this  point  will  find  no  difficulty  in  mas- 
tering the  commonly  accepted  principles  of  more  advanced  Harmony. 

The  working  of  the  exercises,  and  the  principles  taught,  should,  in  every  case,  be  illustrated 
by  copious  reference  to  the  pianoforte;  both  to  accustom  the  EAR  of  the  beginner  to  the  musical 
character  of  the  various  combinations,  and  to  disabuse  his  mind  of  the  notion  (nearly  always  pre- 
sent with  beginners)  that  music  is  something  SEEN,  rather  than  something  HEARD 

The  ordinary  figured  basses  have  been  supplemented  by  a considerable  number  of  exer- 
cises of  a more  practical  character.  The  usefulness  of  figured  bass  is  most  restricted;  indeed, 
it  is  doubtful  if  it  serves  to  do  much  more  than  to  afford  the  student  practice  in  overcoming  the 
difficulties  of  part  - writing. 

The  fact  that  it  is  frequently  used  as  the  chief,  and  sometimes,  even,  as  the  only  means 
of  instruction  is  to  be  deprecated,  as  it  allows  both  Teacher  and  Pupil  to  evade  the  healthy,  if 
somewhat  arduous  exercise  of  musical  thought  and  sense. 

The  exercises  have  been  kept  as  simple  as  possible.  Teachers  and  Students  who  desire 
exercises  of  a more  advanced  character  will  find  an  ample  supply  of  such  in  the  Author’s  “Text- 
Book  of  Harmony  and  Counterpoint”;  published  by  Ricordi  <fc  Co.,  London. 

The  rules  on  the  choice  of  chords  and  on  harmonising,  although  stated  dogmatically  for  the  sake 
of  beginners,  are  neither  exhaustive  nor  universal;  and  must  be  regarded  only  as  an  attempt  to  reduce 
to  some  kind  of  system  what  the  experienced  musician  does  intuitively. 
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CHAPTER  I. 


Definitions. 


1.  When  notes  of  different  pitch  are  sounded  in  succession  we  get  MELODY.  Melody. 


2.  When  notes  of  different  pitch  are  sounded  at  the  same  time  we  get  HARMONY.  Harmony. 

To  produce  a “Melody’,’  or  “Tune,”  it  is  necessary  that  such  notes  should  be  more  or  lessclose. 
ly  related  to  one  another  from  the  point  of  view  of  KEY  or  TONALITY;  and  that  they  should  be  ar  - 
ranged  according  to  some  symmetrical  shape;  i.e.,  in  RHYTHM. 

Just  as  a succession  of  words  selected  at  random  from  a dictionary  would  be  NONSENSE,  so,  notes 
used  without  the  existence  of  some  definite  Key-  relationship  produce  the  effect  of  MUSICAL  NONSENSE. 

In  the  same  way,  while  any  combination  of  sounds  may  be  said  to  produce  HARMONY,  intelligible 
combinations  are  formed  only  from  notes  related  to  one  another  from  the  point  of  view  of  one  common 
Key-centre, or  Key-note. 


3.  A combination  of  sounds  must  be  either  Concordant  or  Discordant. 

A Concord  is  a combination  on  which  the  ear  can  dwell. 

A Discord  is  a combination  which  is  incomplete  in  the  sense  that  it  suggests 
movement  to  some  other  necessary  combination. 


Concord 

and 

Discord. 


CHAPTER  H. 

The  Triad. 

1.  Intelligible  combinations  of  sounds  are  called  Chords.  The  Triad. 

2.  The  simplest  complete  chord  is  called  a Triad,  from  the  fact  that  it  consists 
of  three  notes. 

It  is  formed  by  sounding  together  a note  (which  is  called  the  Root  of  the  triad) 
with  its  3 -d,  and  its  5t2l . 

or  (b) 


Thus,  a triad  on  C is  written  (a) 


etc. 


The  arrangement  of  the  upper  notes  does  not  affect  the  nature  of  the  chord;  (a)  and  (b)  are 
regarded  as  the  same,  harmonically;  i.e.,  as  a Triad  in  its  original  position. 

3.  There  are  four  varieties  of  Triads: 

(a)  The  Major  Triad  having  a Major  3rd,  and  Perfect  5*** . 

(b)  The  Minor  Triad  having  a Minor  3rd,  and  Perfect  5^. 

(C)  The  Diminished  Triad  having  a Minor  3rd,  and  Diminished  5*£. 

(d.)  The  Augmented  Triad  having  a Major  3rd,  and  an  Augmented  5*?. 

4.  Any  note  may  be  the  root  of  four  such  different  triads. 

Major  Triad  Minor  Triad  Dim.  Triad  Aug.  Triad 


Different 
kinds 
of  Triads. 


Root  C 


Root  D 


i 

4 

} Q 

41 L-o 

— 

— — J 

II 

— u 

r # 

JJ — ^ 

_ Major  Triad 

Minor  Triad 

Dim.  Triad 

Aug.  Triad 

y 

fke.  il  Cl  ' “ - 

11  ■ n — J 

\ bn J 

F 

U g 1 

L 8 1 

— py — j 

etc. 
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5.  The  Major  and  Minor  Triads,  being  satisfactory  to  the  ear,  are  Concords, 
and  are  called  Perfect  Triads,  or  more  usually,  Common  Chords.  The  Diminished  and 
Augmented  Triads  are  Discords. 

EXERCISES. 

1.  Describe  the  following  Triads. 


(a) 

(b) 

(e) 

(d) 

il 

(e) 

(f) 

(g) 

(h) 

tl-— u8 — =t 

m-  | 

IS 

« M--"  W =» 

Hm — 

*(i) 

(j) 

(k) 

(i) 

(m) 

- . ,(n) 

;°V% 

(P) 

| =**  fl 

L^J 

u " -(ra 



2. 

Write  Major  Triads 

on  Al>,  FH 

Gi>, 

Et,  DH,  Bk 

3. 

Write  Minor  Triads 

on  G,  A, 

F, 

Dl>,  Ch,  AH. 

4-  Write  Diminished  Triads  on  E,  FH,  E\>,  Al?,  AH,  Fx . 
5.  Write  Augmented  Triads  on  F,  D!>,  B,  A,  FH,  CH. 


CHAPTER  m. 

The  Various  positions  of  the  Triad. 


The 

Bass  Note. 


1.  The  lowest  note  of  any  combination  is  called  the  Bass  of  that  combination. 

The  student  should  note  carefully  the  distinction  between  this  term  and  the  word  ROOT  . The 
latter  term  means  the  note  on  which  a chord  is  built,  (see  Chap.  II  § 2) 


Boot  2.  When  the  Root  of  a Triad  is  also  the  Bass  Note  the  Triad  is  said  to  be  in 

Position.  Root  Position. 


Inversion.  3.  Triads  are  frequently  used  with  either  the  3rd  or  the  51*1  as  the  Bass,  or 
lowest  note.  When  this  is  so,  the  Triad  is  said  to  be  Inverted,  or  in  Inversion. 


First  4.  When  the  3rd  of  the  Triad  is  the  Bass  note  the  Triad  is  said  to  be  in  its 

TvLVPVjiinT)  n • r _ 

'First  Inversion.  The  intervals  between  the  Bass  Note  and  the  upper  notes  (the  Root 
and  the  5*?  of  the  original  Triad)  are  then  a6‘?  and  a 3rd,  respectively. 


Major  Triad 
on  C. 


Root  Position.  First  Inversion. 


Minor  Triad 
on  D. 


Root  Position  . First  Inversion. 


etc. 


Second  5.  When  the  5*k  of  the  Triad  is  the  Bass  note  the  Triad  is  said  to  be  in  its  Se- 

Inverston.  con(j  Inversion.  The  intervals  between  the  Bass  note  and  the  upper  notes  (the  Root 
and  the  3rd  of  the  original  Triad)  are  then  a 4l-  and  a 6^,  respectively. 


Major  Triad 
on  C. 


Root  Position.  Second  Inversion.  Root  Position.  Second  Inversion , 

. jl  H • „r — ^ Minor  Triad  ~ 8 or  ° 

& A on  D.  - il 


etc. 
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EXERCISES. 

1.  Describe  the  following  combinations:  state  the  root,  the  position  and  the 
kind  of  Triad. 

(a)  (b)  (c)  (d)  (e)  (f)  (g) 

a,v.  _n_  U. ti-  - - » ■ ° H 


(i)  (k) 

(1) 

(m) 

(n) 

(o) 

n ...  O 

— It 



44  XT 

u “ — — 

^ b TT 

2.  Write 

first  inversions  of 

the  following  triads.  The  notes  named  are  the  Roots 

(a) 

Major  on  E!> 

(e) 

Major  on  CK 

(i) 

Augmented  on 

A 

(b) 

Minor  on  G 

(f) 

Major  on  D(> 

(k) 

Diminished  on 

AH 

(c) 

Minor  on  Fit 

(g) 

Minor  on  D 

(1) 

Augmented  on 

Bt 

(d) 

Diminished  on  GK 

(h) 

Augmented  on  G 

(m) 

Diminished  on 

DH 

3.  Write 

second  inversions 

of  the 

following  triads. 

(a) 

Diminished  on  C 

(e) 

Major  on  A!> 

(i) 

Augmented  on 

Dt 

(b) 

Minor  on  C# 

(f) 

Augmented  on  D 

(k) 

Minor  on  FH 

(c) 

Augmented  on  F 

(g) 

Diminished  on  B!> 

(1) 

Major  on  A 

(d) 

Major  on  Gl> 

(h) 

Minor  on  Ctl 

(m) 

Diminished  on 

E 

CHAPTER  IV. 
Movement  of  Parts. 


1.  A musical  composition  is  regarded  as  consisting  of  a succession  of  chords, 
each  connected  with  that  immediately  preceding  or  following  it. 


Musis 

considered 

as 

Harmony. 


We  may  regard  the  above  example  as  : 

the  root  position  of  a Major  Triad  on  C, 

the  Is.4  inversion  of  a Dimin.  Triad  on  B, 

the  Is4  inversion  of  a Major  Triad  on  C, 


followed  by 
followed  by 
Ac. 


2.  But  it  is  also  considered  as  a combination  of  simultaneous 
Thus,  the  above  passage  can  be  regarded  as  : 


melodies  or  parts.  Music 

considered 

as 


Combinations 
of  melodics. 
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Chap.  IV. 


Various  kinds 
of  Movement. 


Two  parts  may  progress  by 

(a)  Similar  Movement: 

(b)  Contrary  Movement: 

(C)  Oblique  Movement  : 

or,  (d)  by  a combination  of  any, 
or  of  all  these  : 


Consecutive 

Intervals. 


3.  When  two  parts  MOVE  together  at  one  constant  interval,  the  intervals  are 
described  as  CONSECUTIVE. 


Consecutive  3r-s  and  are  good. 

Consecutive  4tlls  are  good  only  when 
between  two  upper  parts. 


& 


Good 


Bad 


'8- 


All  other  consecutive  intervals  are  generally  bad. 


4.  The  beginner  must  be  careful  to  avoid  movement  in  consecutive  5*-®.  Al- 
though che  5*^  is  a concordant  interval,  the  effect  of  progression  in  consecutive  5*^® 
is  generally  very  unpleasant. 


Similarly,  progression  in  consecutive  8V®S  or  unisons  is  objectionable  as  it  wea- 
kens the  harmony.  * 


The  repetition  of  an  interval,  where  there  is  no  MOVEMENT,  does  not  constitute  consecutives. 


The  presence  of  rests  between  consecutives  does  not  prevent  or  modify  the  effect  of 


consecutives 


these 


Hidden  Con-  5.  Similar  movement  to  a perfect  interval  between  the  highest  and  lowest 

secutives.  par{S  should  be  avoided.  This  is  called  (by  some)  “Hidden  Consecutives.” 


* The  consistent  doubling  of  a melody  or  part,  frequently  found  in  instrumental  music, 
is  not  objectionable. 
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6.  Hidden  Consecutives  are  generally  good  provided  the  two  chords  involved 
are  Strong  chords  in  the  key,  (I,  IV,  or  V)  and  provided  the  upper  part  moves  by 
step  of  a second.  (See  Chap.  VIII  #2) 


Good 


T=F 


of  the 
LeaaingNote 


Roots  I V 

7.  The  Leading -Note  of  the  scale  has  a strong  upward  tendency,  and  should  Progression 
be  allowed  to  rise  to  the  keynote  wherever  possible 

EXERCISES. 

Point  out  the  faults  in  the  part  writing  of  the  following  examples 
(a)  (b)  (c) 

J= 


f=F 

A i 


A A 


t r 


± 


r 

j- 


=A 


rf 


f-f  1 f 


A=A 


& 


(d) 


(e) 


y / f • 

© 

a ° . 

■ r r 

mm 

35 

1 l 

_i,J- 

A A 

A 

CHAPTER  V. 


Melodic  Progressio. 

1.  It  is  best  to  regard  the  exercises  which  follow  as  music  sung  by  voices 
rather  than  as  played  by  instruments,  and  to  restrict  the  movement  of  these  to 
such  progressions  as  are  used  in  vocal  writing. 

2.  There  are  two  varieties  of  the  high,  or  female  voice  : 

(a)  Soprano  (or  Treble);  (b)  Alto(or  Contralto.) 

There  are  two  varieties  of  the  low,  or  male  voice  : 

(a)  Tenor;  (b)  Bass. 

The  effective  compass  of  each  of  these  is  as  follows  : 


The  various 
voices. 


Soprano 


Alto 


Tenor 


Bass 


o 
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Rules  for 
Melodic 
Progression. 


3.  Passages  easily  sung  constitute  the  smoothest  and  best  type  of  melody.  So: 

(a)  Large  and  awkward  leaps  should  be  avoided. 


1 

(b)  The  leap  of  an  augmented  interval  should  be  avoided. 


Bad. 


(c)  The  leap  of  a diminished  interval  may  be  employed  provided  the 
melody  returns  immediately  to  a note  within  the  interval,  after  mak- 
ing the  leap. 


Good. 


Repetition  4.  Avoid  the  monotony  of  repeated  notes  as  far  as  possible. 
of  Notes. 


CHAPTER  VI. 


Sequences.*^ 

Definition  1.  When  the  same  melodic  outline  (order  and  relative  pitch  of  sounds)  is  re- 
Sequence  Peatec*  on  regularly  varying  degrees  of  the  scale,  we  get  what  is  called  a Se- 
quence. 

Melodic  2.  Such  Sequence  may  be  in  one  part  only:  it  is  then  described  as  a Melodic 

Sequence.  Sequence,  and  may  be  Ascending  or  Descending. 


Harmonic  3.  All  parts  may  move  sequentially,  producing  the  effect  of  the  repetition  of 
Sequence.  a harmonic  pattern.  This  is  termed  a Harmonic  Sequence  and  may  be  Real  or  Tonal. 
The  latter  is  the  more  usual. 

Real  4.  In  a Real  sequence  the  quality  as  well  as  the  quantity  of  the  intervals  in 

Sequence.  pattern  is  imitated.  The  key,  therefore,  will  change  with  each  repetition. 


*) 


The  consideration  of  this  Chapter  may  be  deferred  until  the  Student  has  reached  Four  Part  Har- 


mony. 
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5.  In  a Tonal  Sequence  only  the  quantity  of  the  intervals  of  the  pattern  is  imi- 
tated, and  the  sequence  remains  in  the  same  key  throughout. 


In  a Sequence,  the  ear  when  it  has  once  become  accustomed  to  the  outline  of  the  pattern,  will 
tolerate  progressions  both  in  melody  and  harmony  which  otherwise  would  be  objectionable.  But  the 
original  pattern,  as  far  as  and  including  the  beginning  of  the  first  repetition,  must  be  correct. 


EXERCISES. 


1. 


(a) 


Write  four  repetitions  of  the  following  ascending  melodic  tonal  sequences. 


m —1 m J .1  n 

itrsy  - a 

M 



L+ -J 

2.  Write  four  repetitions  of  the  following  descending  melodic  tonal  sequences. 


3.  Complete  the  following  tonal  sequences. 


-mien  nsi,  nnfi 

>1  \ m 4 m ~ . j ^ ^ m m ^ . 71 

i 

= — - — ^ 

Tonal 

Sequence 
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Chap . VII. 


Figured 

Bass. 


Meaning 
of  the 
Figures. 


The  Pro- 
longation 
line. 


CHAPTER  VII. 
Figured  Bass. 


1.  In  the  study  of  Harmony  considerable  use  is  made  of  what  is  called  Fi- 
gured Bass;  i.  e.,  figures  or  groups  of  figures  placed  beneath,  or  sometimes  above 
a bass  note  to  indicate  the  chords  required. 


2.  The  figures  employed  (with  certain  abbreviations)  represent  the  intervals 
between  the  upper  notes  of  the  chord  and  the  bass  note,  counted  from  that  bass 
note  . Thus  : ^ 


each  of  these 


5 5 3 8 

3 


means  the  addition  of 
a 3rd  and  a 5 *2*  to  C: 


Tile  bass  note  which  bears  a Triad  in  Root  Position  is  usually  left  unfigured. 


each  of  these  -|— tv-  means  the  addition  of  a 3r_dand  a 6*2*  to  C: 

6“  “6 
3 

Of  these  two  figurings  the  latter  is  the  more  usual. 


means  the  addition  of  a 4*?  and  a 6*?  to  C : 

The  2n.d  Inversion  is  always  figured  in  full. 


The  arrangement  of  the  upper  notes  is  left  to  the  student,  and  the  doub- 
ling of  any  note  does  not  alter  the  nature  of  the  chord . 

3.  The  various  positions  of  the  triad  are  frequently  named  after  the  fi- 
gures employed  to  denote  them. 

Thus:  the  root  position  is  called  the  Five -Three  chord; 

the  first  inversion  is  called  the  Six -Three  chord;  or  more  often  the 
chord  of  the  Sixth; 

the  second  inversion  is  called  the  Six- Four  chord. 


4.  If  the  same  chord  is  to  be  sustained  or  repeated  over  a moving  bass 
part,  it  is  indicated  by  a line  or  lines  drawn  under  the  bass.  These  lines  are 
drawn  from  the  bassnote  which  bears  the  chord  to  that  which  immediately  pre- 
cedes the  change  of  harmony. 
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When  the  same  bass  note  (sustained  or  repeated)  bears  more  than  one  chord 
such  change  must  be  indicated  by  corresponding  changes  in  the  figuring. 


J i . i 1 J 


5.  The  inflection  of  any  note  of  a chord  by  an  accidental  is  shown  by  the  pre- 
sence of  a similar  accidental  prefixed  to  the  figure  which  indicates  this  note. 


indicate 


An  accidental  standing  alone  under  the  bass  note,  or  beneath  a figure,  al  - 
ways  refers  to  the  3r-  from  the  bass  note. 


indicate 


The  raising  of  a uote  of  a chord  is  sometimes  indicated  by  a line  drawn  through 
figure  referring  to  that  note. 

6 equivalent,  to  it  6,  or  to  ^6 . 


the 


EXERCISES. 

1.  Place  above  the  following  Bass  notes  the  chords  indicated  by  the  fi- 
guring. Write  on  the  Treble  staff. 


2.  Add  chords  to  the  following  Bass  notes,  as  indicated  by  the  figuring. 


3.  Figure  the  following  combinations. 


£ g 


i»f  r 1 


Accidentals 
in  the 
Figuring. 
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Chap.  VIII. 


PART  II. 

CONCORDANT  HARMONY  IN  THE  MAJOR  SCALE. 


CHAPTER  VIII. 


Triads  in  the  Major  Scale. 


Triads 
in  the 
Major 
Scale. 


1.  In  the  Major  Scale  there  are  seven  Triads,  one  on  each  degree  of  the  Scale. 
In  the  key  of  C these  are-. 


★ 


4 a o 

Roots,  i n hi  iv  v vi  vn 


Classifi-  2.  Three  of  these  are  Major  Triads,  viz.,  I,  IV,  and  V. 

cation.  Three  of  these  are  Minor  Triads,  viz.,  II,  III,  and  VI. 

One  of  these  is  a Diminished  Triad,  viz.,  VII. 

The  Triads  on  I,  IV,  and  V are  sometimes  called  STRONG  Chords,  in  opposition  to  the  others, 
which  are  termed  WEAK.  (See  chap.  XI  § l) 


3.  Every  other  Major  Scale  has,  of  course,  a series  of  Triads  arranged  in  an 
order  and  succession  similar  to  that  found  in  the  Scale  of  C. 


Triads 
used  in 
Root 
Position. 


4.  All  these  Triads  may  he  used  in  root  position,  except  that  found  on  the 
Leading- note.  This,  being  a Diminished  Triad,  is  a discord,  and  is  rarely  used  in 
root  position. 


Triads 
used  in 
First 
Inversion. 


5.  All  the  Triads  of  the  Major  Scale  may  be  used  in  their  First  Inversion. 
The  root  of  each  Triad  is  then  found  a sixth  above  the  Bass  note. 


Roots,  i n hi  iv  v vi  vn 


6.  The  Diminished  Triad  on  the  Leading- note  is  regarded  as  a Concord  when 
in  its  First  Inversion,  and  is  then  treated  like  the  other  First  Inversions  of  the  Scale. 


EXERCISES. 

1.  Write  the  root  positions  of  the  following  triads. 


(a) 

Tonic  of  At 

major 

(h) 

Mediant  of  Gt  major 

(b) 

Mediant  of  Bt  major 

(k) 

Dominant  of  F major 

(c) 

Dominant  of 

C major 

(1) 

Leading-note  of  Et  major 

(d) 

Supertonic  of  Fit  major 

(m) 

Tonic  of  E major 

(e) 

Sub dominant 

of  Et  major 

(n) 

Supertonic  of  F#  major 

(f) 

Submediant 

of  D major 

(o) 

Submediant  of  B major 

(g) 

Leading-note  of  G#  major 

(P) 

Subdominant  of  A major 

* The  Roman  numerals  are  used  throughout  to  indicate  the  corresponding  degrees  of  the  scale,  and, 
unless  otherwise  stated,  all  examples  are  in  the  key  of  C. 
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2.  Write  first  inversions  of  the  following  triads. 


(a) 

Supertonic  of  G major 

(e) 

Tonic  of  Dt  major 

(b) 

Submediant  of  At  major 

(f) 

Leading-note  of  D major 

(c) 

Subdominant  of  E major 

(g) 

Mediant  of  Gt  major 

(d) 

Dominant  of  Fjt  major 

(h) 

Dominant  of  A major 

Write  second  inversions  of  the 

following  triads. 

(a) 

Dominant  of  G major 

(e) 

Leading-note  of  F major 

(b) 

Supertonic  of  At  major 

(f) 

Mediant  of  B major 

(c) 

Tonic  of  E major 

(g) 

Subdominant  of  F#  major 

(d) 

Submediant  of  A major 

(h) 

Tonic  of  Gt  major 

CHAPTER  IX. 


Triads  in  the  Major  Scale  (cont). 


1.  The  only  chord  commonly  used  in  its  2n_d  Inversion  is  that  of  the  Tonic,  but 
the  two  other  STRONG  chords,  (see  Chap.  VIII  § 2)  the  Dominant  and  the  Sub-domi- 
nant, may  be  used  in  this  position.  In  the  Second  Inversion  the  root  of  the  chord  is 
found  a fourth  above  the  BASS  NOTE. 


The 

Second 

Inversion. 


KeyC. 


Tonic  Chord  Dominant  Chord  Sub-dominant  Chord 

Root  Position  2ILd  Inversion  Root  Position  2ILd  Inversion  Root  Position  2I2.d  Inversion 


TT 


■e- 


2.  The  Second  Inversion  is  restricted  in  its  use.  The  bass  note  of  the  Second 
Inversion  must  be  approached  and  quitted  by  step  of  a second.  Exceptions  to  this 
general  rule  are  explained  in  §c3,  4 and  5,  below. 


The  use 
of  the 
Second 
Inversion. 


3.  A Second  Inversion  may  always  be  preceded  and  followed  by  another  posi- Exceptions 
tion  of  the  same  chord,  when  the  bass  note  must,  of  course,  be  approached  and  quit-  to  the 
ted  by  leap. 


4.  The  Bass  Note  of  a Second  Inversion  may  be  approached  by  leap  from  a bass 
note  which  is  the  Root  of  a chord. 


Good 


Roots 


a 

n 
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Chap.  IX 


The  5.  The  Second  Inversion  may  be  followed  by  another  chord  upon  the  same  bass 

Cadential  note  (or  its  8v.e).  It  is  then  called  a CADENTIAL  SECOND  INVERSION,  and  in  this 
Inversion  case  must  not  on  a.  weaker  accent  than  the  chord  which  follows  it.  (see  chap. XII  §5) 
Only  the  Tonic  and  Subdominant  chords  can  be  used  in  this  way. 


KeyC. 


Bad. 


1 * 

— «l — fj 

nk  - 1 

72 

a 

— 2 g 

The  6.  All  Second  Inversions  used  otherwise  than  cadentially  are  termed  PASSING 

Passing  Second  Inversions.  A Passing  Second  Inversion  may  be  upon  any  part  of  a beat  or  bar. 
Inversion  ^'lie  Second  Inversion  of  the  Dominant  chord  is  always  used  in  this  way. 


4 — - 


^-  i ii  =i 


o v- 

V I 


T 

ii 


Roots  IV  I 


II 


f f 

IV  V 


f 

I 


EXERCISES. 

1.  Write  and  describe  the  chords  which  may  be  used  in  2-d  Inversion  in 
(a)  Eb  major  (b)  A major  (c)  B major 

2.  In  which  keys  may  the  following  chords  be  used  in  2“d  Inversion? 


i 


(a) 


(b) 


(c) 


m 


3.  Point  out  the  faults  in  the  treatment  of  the  Second  Inversions  in  the  fol- 
lowing examples: 

(a)  (b) 


V «: 


m 


m 


ik  I i il  |"’I 


4.  Treat  the  Second  Inversion  at  * first,  as  a “Cadential”  2a-  Inversion,  and 
second,  as  a “Passing”  2”d  Inversion: 
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CHAPTER  X. 


Two-Part  Writing. 

1.  The  first  practical  exercises  should  consist  of  the  addition  of  one  single  First 
melody  to  a given  figured  bass.  As  the  figuring  indicates  the  particular  chord  Excerctses 
to  be  employed  over  each  bass  note,  the  chief  difficulty  of  harmonising,  (the 
choice  of  chords)  is  not  present  in  these  exercises.  The  student  must  realise  that 
each  combination  of  two  notes  represents  and  implies  a complete  triad.  To  enforce 
this  point  it  is  recommended  that  these  first  exercises  be  worked  using  a score  of 
three  staves,  writing  on  the  lowest  stave  the  complete  notes  of  the  chord  implied 
by  the  figuring. 


Melody  Added 

Bass  Given 

Chords  implied  by 
the  figuring 


b£..  J..-rJr.  1 

pt=±=i 

i-j i , 

„ . . g_. 

r - 

\v:  a-r''-; 

« 6 
« r 

6 5 

4 3 

§ 

2 In  the  combination  of  two  parts  the  interval  of  the  31d,  (or  its  inversion,  Intervals 

the  6!h)  should  predominate.  used  in 

two -part 
writing. 

3.  But,  as  the  melody  written  above  the  added  part  must  possess  individua- 
lity of  outline,  too  many  consecutive  3rds  or  6l!2s  should  not  be  used. 


Not  good  ^ jj  1 I |j  | fU| 


Better 


4.  The  Perfect  intervals,  the  11*,  5^,  and  81.e  are  not  usually  effective  in 
two-part  writing,  except  at  the  beginning  or  end  of  a Phrase,  (see  Chap  XII  § 2) 


Use 
of  the 
perfect 
intervals. 


The  l8.*,  5*}*,  and  8Y®  cannot  be  used  above  the  Leading  note  of  a Scale. (See  Chap.VlLI,4:  Chap. XV,  2) 
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Chap,  X 


5.  The  interval  of  the  4^  should  be  avoided  in  two-part  writing-,  except 
where  it  can  be  regarded  as  part  of  a Cadential  Second  Inversion.  (See  chap.IX  § 5J 

^ f i 1 ? r 1 i . ' 

1 4 3 

6.  The  student  should  now  try  to  add  one  melody  to  each  of  the  following 
figured  basses.  The  added  part  must  fulfil  two  conditions. 

(a)  It  must  be  a good  smooth  melody. 

(b)  It  must  “fit”  well  with  the  bassj  but,  at  the  same  time,  it 
must  possess  individuality  of  outline. 


EXERCISES. 


N..B.  The  figure  over  the  first  note  of  each  exercise  indicates  the  note  on  which  the  added  part 
should  begin. 


113748 


CHAPTER  XI. 


The  Choice  of  Chords. 


1.  The  strong  chords  (I,  IV,  V)  are  those  that  define  and 
The  weak  chords,  on  the  other  hand,  only  do  this  when  used  in 
one  or  other  of  the  strong  chords. 


assert  the  Key*  Strong 

conjunction  with  feak 
chords  %n 
the  key. 


A prevalence 


of  weak  chords  leads  the  ear  to  expect  a change  of  key. 


2.  As  clearness  of  key  is  of  the  first  importance,  it  is  therefore  obvious  that 
in  a good  harmonising  the  three  strong  chords  will  predominate,  although  it  is  fre- 
quently advisable  to  employ  a certain  number  of  the  weak  chords  to  secure  variety 
and  smoothness. 


3.  Of  the  various  triads  and  inversions  in  the  Major  scale  four  are  usually  Chords 
ineffective.  These  are:  Ineffective 

. l/'ib  L/tO' 

(a)  The  Root  position  of  III  (mediant) 


(b)  The  Root  position  of  VII  (leading- note) 

(c)  The  li*  inversion  of  III  (mediant) 

(d)  The  11*  inversion  of  VI  (submediant) 


Major 

Scale. 


4.  Therefore: 


(If  III  is  a bass  note  it  should  ALWAYS  bear  a 1!)  Inversion, 

(if  VII  is  a bass  note  it  should  ALWAYS  bear  a It*  Inversion. 

If  I is  a bass  note  it  should  NEVER  bear  a 11*  Inversion. 

If  V is  a bass  note  it  should  NEVER  bear  a 11*  Inversion. 


The  ls_*  inversions  on  I and  V are  effective  if  they  occur  in  a regularly  ascendi  g or  descending 
passage  of  inversions. 

* Key  may  be  defined  as  the  principle  of  order  or  relationship  which  binds  into  an  intelligible 
whole  the  various  sounds  which  go  to  make  music.  (Elements  of  Music,  Chap.  Ill) 
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Effective 
use  of  the 
Mediant 
T riad. 


5.  Almost  the  only  case  where  the  root  position  of  the  Mediant  Triad  is  ef- 
fective, is  where  it  is  used  to  harmonise  a descending-  Leading-note. 


y ,,  == 

-w — ^ u 

-»■  o o 

r! 8 

The  Leading- note  of  a scale  has  a strong  tendency  to  rise.  This  tendency  is  increased  when  it 
is  harmonised  by  a strong  defining  chord  of  the  key,  such  as  the  Dominant  or  Leading- note  Triad 
(really  part  of  the  chord  of  the  Dominant  Seventh.  Chap.  XXX) 

When  the  Leading- note  in  a melody  descends  it  should  therefore  be  employed  as  part  of  the  Weak 
chord  of  the  Mediant,  so  as  temporarily  to  counteract  this  tendency  to  rise. 


Use  of  6.  The  Second  Inversion  should  be  very  sparingly  used,  and  then  strictly  in 

Second  accordance  with  the  rules  given  in  Chapter  IX. 

Inversions. 


EXERCISES. 

1.  Figure  the  following  Basses  so  as  to  obtain  good  chord  progressions  in  the 
Major  keys  indicated. 


2.  Change  the  figuring  of  the  following  so  as  to  improve  the  chord  progressions. 

a)  b)  c)  d) 


i 


£ 


6 6 
4 4 


5 6 
3 


6 5 
3 


6 5 6 
3 4 s 


e) 


f) 


S) 


6 5 6 

3 


5 

4 3 


6 5 
4 3 


6 6 6 5 5 5 

4 4 3 3 3 
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1.  A tune  consists  of  groups  of  notes  (or  notes  and  rests)  arranged  in  regular  Definition 
sets  of  2,  3,  or  more  bars,  so  as  to  produce  the  effect  of  balance,  proportion  and  unity.0/  a Tune. 

2.  These  sets  of  bars  are  called  Phrases.  The 

Phrase. 

3.  The  last  two  different  harmonies  in  a Phrase  form  what  is  called  a Cadence.  The 
The  second  of  these  two  chords  is  usually  on  a strong  accent.  When  in  the  reverse  Cadence. 
order  the  Cadence  is  called  a Feminine  Cadence. 


4.  The  Full,  or  Perfect  Cadence  occurs  when  the  root  position  of  the  Tonic  Full 
chord  is  preceded  by  the  root  position  of  the  Dominant  chord.  If  either  or  both  of  Cadence. 
these  chords  is  in  inversion  it  is  termed  an  Inverted  Cadence. 


Inverted  Cadences 


In  another  form  of  the  Full  Cadence,  not  infrequently  found,  the  11*  Inver- 
sion of  the  Leading- note  triad  is  used  instead  of  the  Dominant  chord. 


5.  The  Half,  or  Imperfect  Cadence  occurs  when  a phrase  ends  with  the  root  Half 
position  of  the  Dominant  chord.  The  chord  which  precedes  the  Dominant  may  be  any  Cadence. 
other  suitable  chord  in  the  key. 


6.  In  the  Interrupted  Cadence  the  first  of  the  two  cadence  chords  must  be  the  Interrupted 
Dominant.  The  last  chord  must  be  some  chord  other  than  the  Tonic:  usually  it  is  the  Cadence. 
Submediant. 


7.  The  Plagal  Cadence  is  produced  by  the  progression  of  the  Subdominant  chord 
to  the  Tonic  chord,  both  in  root  position. 


Plagal 

Cadence. 


I©.  The  above  progressions  are  cadences  only  when  they  occur  at  the  end  of  a musical  Phrase  or 
Section. 
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Final  and 
Middle 
Cadences. 


8.  Any  of  these  cadences  may  be  used  in  the  course  of  a tune,  but  the  last  ca- 
dence of  the  tune  should  always  be  a Full  Cadence — or  occasionally  it  may  be  a Pla- 
gal  Cadence.  Cadences  occurring  in  the  course  of  a tune  are  called  Middle  Cadences. 


EXERCISES. 

1.  Indicate  by  figuring  the  Cadence  chords  that  might  be  used  over  the  fol- 
lowing Bass  progressions.  Name  the  Cadences  so  formed. 


a)  b)  c)  d)  e) 


2 

-V  tt  ■ 

f) 

gO  . 

h) 

i) 

1 

0 

4V _4 • 

4 V tf  . ft  . 1 

4V  nTBTi 

- »■  i ^ 

_ 1+iiH rj 

Z h a ' . s |TU Cl f "D  * g 7 1 I W 1 V . £ 

n..  r 

2.  Write  Cadence  harmonies  that  might  be  used  beneath  the  following  melodic 
progressions.  More  than  one  form  of  Cadence  is  often  possible. 


du) 

b)  c) 

Q 

d)  e 0 u f) 

/T  ,, 

— p — 

— i — 

L+ — 

g)  h)  i)  k)  1) 


t*= i 

— Q 

? 

Q 

{W-\ 

CHAPTER  XIII. 

The  Addition  of  One  Melody  to  an  Unfigured  Bass. 

1.  Melodies  should  now  be  added  to  the  following  unfigured  basses. 

2.  Before  writing  the  melody  the  bass  should  be  carefully  inspected, the  chords 
determined,  and  indicated  by  figuring. 

3.  The  following  recommendations  will  assist  the  beginner. 

(a)  All  Mediants  and  Leading-notes  in  the  bass  should  be  figured  “6”,  to 
ensure  that  they  are  harmonised  with  li*  inversions. 

(b)  When  the  Supertonic  in  the  bass  is  followed  by  the  Tonic  or  Mediant 
it  should  be  figured  “6  ”. 

(c)  All  Tonics  and  Dominants  in  the  bass  should  be  figured  “ g ” to  ensure 
that  they  are  not  harmonised  with  li1  inversions. 

(d)  Then  the  outline  of  the  melody  may  be  sketched,  taking  care  that  it 
proceeds  at  the  interval  of  a 3Ld  or  a 6^  with  the  bass:  (as  in  Chap.X). 


Recommen- 

dations 

for 

working. 
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(e)  If  the  progression  of  the  melody  leads  naturally  to  and  from  a note  a 

6-h  above  the  Dominant,  the  figures  which  have  been  put  under  that 
Dominant  must  be  changed  to  “ Care  must  be  taken  that  such 

a is  correctly  treated.  (See  Chap.  IX.) 

(f)  If  this  cannot  be  correctly  treated,  the  melody  must  be  altered, 
the  6^  from  the  bassnote  being  changed  to  a 3-d  or  even  a 5-h,  and 
the  figures  being  retained. 

(g)  The  6_h  from  the  Tonic  is  seldom  effective,  and  should  be  avoided. 

(h)  The  figuring  should  then  be  completed  by  adding  “6”  to  such  bass  notes 
as  bear  the  interval  of  the  sixth. 


NOTE. 

These  recommendations  are  only  intended  to  supplement  the  faulty  or  undeveloped  ear  with  which 
many  students  start  their  studies  in  Harmony. 

Adherence  to  these,  in  the  first  instance,  at  least,  will  prevent  the  beginner  from  committing  any 
glaring  fault,  and  will  have  the  effect  of  accustoming  his  ear  to  good  and  logical  successions. 

He  will  be  able,  also,  to  concentrate  his  attention  on  making  the  added  part  a GOOD,  SMOOTH, 
INTERESTING  MELODY. 

Good  and  interesting  melodic  writing  will  frequently  justify  comparatively  weak  harmonic  progres- 
sions. 


EXERCISES. 


Add  one  melody  to  the  following. 


1 ' p 6 \ 

0 

— n 

■ n 

r k 

: r n 

L_jL_J 

e 

— z 

XV  L " Tl  ' ^ 

~T ^ 

\— 

. i 

r~l 

— — — — n 

r r~ 

r h 

a r ^ c 

4 ' l 

4=i  * ■ 

1 1 1 1 

i t H 

— u 

■fvH 

— |— r- 

0 m . . m O 0 1-  m—. 0 

Tt  .Vji 

hrn— 

T r 

m -i  d 

n Hr 

r — 

-Zfa-1  > • 1 : r : 1 • 

—LX * - 

5.  l^t> 


tp — ^ — m — ~w~i — F — ^ — m — 

/*  1 f M f * P /*  ft  ^ 

M - -l 

y k y f + v a o.  y p * 

1 . 

^ t F : : xr 

- — {—±*=-d — — aU 

1 
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CHAPTER  XIV. 

The  Addition  of  a Bass  Part  to  a Melody. 


Chap.  XIV. 


1.  The  process  to  be  adopted  is  similar  to  that  detailed  in  the  preceding  chapter. 

2.  The  student  should  proceed  in  the  following  order. 

(a)  Determine  the  cadences. 

(b)  Write  a bass  part  proceeding  at  the  interval  of  the  31!?  or  the  6^  with  the 
given  melody.  (See  Chap.  X § 2 & 3) 

N.  B.  This  bass  part  should  itself  be  an  interesting  melody. 

(c)  Figure  this  bass  part  carefully,  putting  “6”  beneath  all  Mediants  and 
Leading  - notes  j and  beneath  all  Tonics  and  Dominants. 

(d)  If  the  interval  between  the  bass  and  the  melody  is  not  in  accordance  with 
such  figuring,  change  the  bass  note;  except,  where  it  is  possible  to  use 
a on  the  Dominant,-  in  which  case  the  figuring  may  be  altered  to 

and  the  original  bass  note  retained.  (See  Chap.  XIII  § 3) 

(e)  Complete  the  figuring  by  placing  the  figure  6 under  all  bass  notes  which 
bear  the  interval  of  a 6*. 


EXERCISES. 

N.  B.  The  slurs  indicate  the  phrases. 
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CHAPTER  XV. 

Three-Part  Harmony. 

1.  It  is  possible, when  writing  for  3 voices, to  have  each  triad  in  its  complete  form. 
But,  frequently,  the  doubling  of  one  note  of  a chord,  and  the  consequent  omission  of 
one  of  the  other  notes,  will  enable  the  student  to  avoid  monotonous  repetition. 


Better 


« 6 


2.  In  Three -Part  writing,  if  one  note  of  a triad  is  omitted,  either  of  the  other 
notes  may  be  doubled-  excepting  only  the  leading- note, which  may  never  be  doubled. 
The  third  of  a triad  is  seldom  omitted. 

3.  In  the  exercises  which  follow,  the  processes  employed  in  two-part  Harmony 
(Chaps.  XII  and  XIII)  should  be  adopted;  the  third  part  being  added  only  after  the 
chords  have  been  fully  determined. 


EXERCISES. 

Add  one  middle  part  to  the  following. 


iEsd= 

rJ 

r-4- 

( rJ — 

r 2 

| 

F*=f= 

CJ 

— 

i~4  - f 
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6 

5 
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4 

3 

4 

4 5 

3 

F? 
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rf y 
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6 6 

6 

6 

l-r.-T  T ■ 
6 

6 
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Omission 

of 

one  note. 
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Chap.  XV. 


Add  two  parts  to  the  following  unfigured  Basses:  figure  the  bass  notes  to  indicate  the 
chords  employed. 


Harmonise  the  following  Melodies  in  three  parts. 


6 *f 
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CHAPTER  XVI. 

Four -Part  Harmony. 

1.  Most  music  is  based  on  or  written  in  Four -Part  Harmony. 

2.  When  arranging-  the  notes  of  a triad  for  four  parts  it  is  obvious  that  one  note 
of  the  triad  must  be  doubled. 


3.  A good  general  rule  is  that  the  best  note  to  double  in  any  triad  is  that  note  of  Best  note 
the  triad  which  is  the  strong  note  in  the  key,  i.e.  either  I,  IV,  or  V.  ^ 0 double. 


r-  ,-r  CT~ 

P o ^ ° 

s ^ etc- 

etc. 

XX 

" o 

eto. 

XX 

~ 8 o — 

4.  It  is  always  good  to  double  the  Root  of  a triad,  except  where  such  is  the  Doubling 
Leading  - note  of  the  key.  of  the  root. 


5.  The  doubling  of  the  3rd  is  effective  if  the  chord  is  Minor,  i.e.,  if  the  3V1  is  a Doubling 
Strong  note  of  the  key.  It  is  good,  even  in  the  case  of  a Major  chord,  if  the  tl  ird 
doubled  3r-d  be  approached  and  quitted  in  both  parts  by  step  of  a 211-11  and  in  con- 
trary movement. 

N.  B.  The  3rd  means,  of  course  the  3rd  from  the  root,  i.  e.,  the  bass  note  when  the  chord  is  in  its  ltT  inversion. 


Good 


F#=^= 

Jv-  J II 

W f- 

- 4 

fj-  ) 

-f—  r 

6.  The  doubling  of  the  5l-  of  a triad  is  possible  in  both  root  position  and  in-  Doubling 
version,  though  it  is  not  to  be  recommended.  ^ °fiftf 

In  the  2“^  inversion,  howTever,  the  5 -1  (then  the  bass- note)  is  the  best  note  to  double.  1 ' 


Good 


£ » »-  = 

-w) *> 

tt  ° 

or 

■e- 

o 

e 

6 6 6 6 

4 4 4 4 


7.  The  of  a chord  may  be  omitted,  in  which  case  either  or  both  root  and  3r_d  may  Omission 
appear  in  more  than  one  voice.  ^he  fifth 

The  3rd  should  not  be  omitted. 


Good 


possible 


& 


Bad 
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CHAPTER  XVII. 
Four-Part  Writing  (cont.) 


Chap.  XVII. 


1.  The  difficulty  of  obtaining  correct  Part- writing  in  Four- Part  Harmony  is  very 
considerable,  and  it  is  frequently  necessary  to  restrict  the  free  movement  of  a part 
or  parts  in  order  to  avoid  bad  progressions. 

The  chief  melodic  interest  should  be  in  the  extreme  parts,  (the  bass  and  treble ) 
and  if  these  are  fairly  interesting  a certain  amount  of  monotony  or  repetition  in  the 
inner  parts  is  not  objectionable. 

The  working  of  figured  basses  is,  perhaps,  the  easiest  way  of  acquiring  expert- 
ness in  the  manipulation  of  four  parts. 


Where 

faults  2.  There  is  great  risk  of  faulty  progression  when  two  similar  positions  of  chords 

Wrtting  f°H°w  one  another  on  a bass  moving  by  step--  (a)  two  root  positions,  (b)  two 
are  likely  Is-  inversions,  (c)  two  2 n_d  inversions. 
to  occur. 


iJ  J-  -d 

rf  -j  1 

P# 

(a) 

pF 

tt^4- 

-f— 

j 

(b) 

nr—f=F  - 

U—A 

(c) 

(rs) 

--r 

C 

6 '6 

4 4 


Rules 
for  the 
Avoidance 
of  these.  m 


3.  The  following  recommendations  will  be  found  useful  in  the  above  cases. 

(a)  If  the  chords  are  in  root  position,  make  the  51!1  and  the  8be  from  the  bass  move 
contrary  motion  to  the  bass. 


(a) 


v r F 


(b)  If  the  chords  are  in  lsd  inversion,  put  the  6l-  from  the  bass  in  the  highest  part 
in  both  chords ; taking  care  to  avoid  consecutive  51-5  between  the  inner  parts. 


i i 


(c)  If  the  chords  are  both  in  2nd  inversion  make  the  4^  from  the  bass  in  the  first 
chord  move  in  contrary  motion  to  the  bass. 


y 

p— 

1 =| 

— i — 

6 

6 6 

4 4 
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4.  Note  that  consecutive  are  bad  only  if  both  the  are  perfect. 


Good 

Cl  Cl 

<rt  F* 

U=^= 

r f 

EXERCISES. 

Add  two  inner  parts  to  the  following. 


1. 
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Chap.  XVII. 


• • ^ * 

E=felf==E 
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r 
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1. 


Add  three  parts  above  the  following  figured  Basses. 

3 
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CHAPTER  XVIII. 

Four- Part  Writing  (cont.) 

1.  In  harmonising  unfigured  basses  in  four  parts  the  first  thing  to  be  done  after  fix- 
ing the  cadences,  is  the  examination  of  the  bass  with  the  view  of  determining  the  chords. 
This  should  be  done  as  indicated  in  Chaps.  XI  and  XII. 

2.  Then  the  top  part  should  be  added  and  the  figuring  completed,  confirming  and 
changing  this  where  necessary.  (Chap.  XIII  § 3) 

3.  Finally, the  inner  parts  may  be  added. 


EXERCISES. 


Add  three  parts  above  the  following  basses. 


Figure  the  bass. 
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CHAPTER  XIX. 

Harmonising  melodies  in  Four  Parts. 


Chap.  XIX. 


The  student  should  here  refer  to  Chap.  XIV  and  adopt  the  processes  described 
there.  The  “modus  operandi”  should  be  as  follows: 

(a)  Sketch  the  bass  part. 

(b)  Add  the  figuring,  modifying  this  bass  part  where  such  figuring 
indicates  the  use  of  weak  chords.  (See  chap.  XI  § 3) 

(c)  Finally,  add  the  inner  parts. 

EXERCISES. 


Harmonize  the  following  phrases  in  four  parts. 


Harmonize  the  following  melodies  in  four  parts. 
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Chap.  XX. 


PART  III. 

CONCORDANT  HARMONY  IN  THE  MINOR  SCALE. 


Triads  in 
the  Minor 
Harmonic 
Scale. 

Discordant 

Triads. 


Concordant 

Triads. 


CHAPTER  XX. 

Triads  in  the  Minor  Scale. 

1.  The  harmony  of  the  Minor  Scale  is  mostly  based  on  combinations  of  the  Har- 
monic Minor  Scale. 

2.  The  following-  is  the  series  of  triads  in  the  Harmonic  Minor  Scale. 
rt»r-: — r 


! I 


Roots  I II  III  IV  V VI  VII 

3.  The  three  triads  printed  in  black  notes  are  discordant. 

Those  on  II  and  VII  are  Diminished  triads. 

That  on  III  is  an  Augmented  triad. 

The  conditions  under  which  these  discordant  triads  are  used  in  root  position  wall  be  described  later, 
(see  Chap.  XXVIH.) 

4.  There  are,  therefore,  four  common  chords  available  in  the  Minor  Scale. 

Two  of  these  are  Minor,  viz.,  I and  IV. 

Two  of  these  are  Major,  viz.,  V and  VI. 

Minor  Major 


$ 


~r~  H ^ 

First  5.  Of  the  seven  first  inversions  in  the  Minor  Scale,  one  is  discordant;  that  found 

Inversions  of  on  the  Dominant,  the  root  of  which  is  the  Mediant. 

« o ter-Jg-- 


Triads  in 
the  Minor 
Scale. 


t 


=8= 


Roots  I 


n hi  iv 


VI  VII 


6.  The  Is-  inversions  of  the  Diminished  triads  acquire  the  character  of  concords, 
and  are  treated  as  such. 

te- 


i 


Roots  II 


VII 


Second  7.  As  in  the  Major  Scale,  only  the  strong  chords  I,  IV,  and  V,  are  used  in  their 

Inversions  in  gnd  inversion. 

Minor  Scale 

■ lIi.  U 5= 


Roots  I 


TT 

V 


IV 
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8.  These  2n-d  inversions  are  subject  to  the  same  restrictions  as  in  the  Major  form 
of  the  key.  (see  Chap.  IX.) 

EXERCISES. 


1.  Write  the  root  positions  of  the  following  triads,  describe  the  triad  in  each  case. 


(a)  Supertonic  of  A minor 

(b)  Mediant  of  G minor 

(c)  Submediant  of  F#  minor 

(d)  Tonic  of  G#  minor 

(e)  Leading  note  of  F minor 

(f)  Mediant  of  Et  minor 
(g*)  Subdominant  of  D minor 


(h)  Tonic  of  Gl>  minor 

(k)  Supertonic  of  E minor 

(l)  Mediant  of  B minor 

(m)  Subdominant  of  C#  minor 

(n)  Mediant  of  F minor 

(o)  Submediant  of  C minor 

(p)  Supertonic  of  Bi>  minor 


2.  Write  and  describe  all  the  discordant  triads  in  the  scale  of 

(a)  F minor 

(b)  C#  minor 

(c)  E\>  minor 


3.  In  what  minor  scales  and  on  what  degrees  of  these  do  the  following  triads  occur? 

(a)  (b)  , (c)  (d)  (e)  , (f) 


pif 


ite 


CHAPTER  XXI. 


Part-Writing  in  the  Minor  Scale. 

1.  In  the  Major  Scale  there  is  only  one  Augmented  interval, -the  Aug.  4t*1,  found  be- 
tween the  4th  and  71*?  degrees. 

if  . 


2.  In  the  Harmonic  Minor  Scale,  however, there  are  no  less  than  four 
intervals. 


TWO  Aug.  4^; 


Augmented 


One  Aug.  5t21; 


One  Aug.  2°d; 


cT 

- — e 

o.  The  large  number  of  these  awkward  intervals  makes  it  considerably  more  difficult 
to  get  correct  part  progression  in  the  Minor  Scale  than  in  the  Major  form. 

It  will  be  noticed  that  three  of  these  augmented  intervals  are  found  beneath  the  Leading  - note:  so 

that  it  will  help  towards  the  avoidance  of  this  fault  if  the  Leading- note  is  always  approached  from  a note 
higher  than  itself,  and  if  it  is  always  quitted  in  an  upward  direction 


Augmented 

Intervals. 
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Chap.  XXII. 


CHAPTER  XXII. 

Choice  of  Chords  in  the  Minor  Scale. 

1.  In  choosing  chords  in  the  Minor  Scale,  it  should  be  remembered  that  three  chords, 
II,  III,  and  VII,  cannot  at  present  be  used  in  root  position. 


OA  ■ — 

* -n 

a g i- ax 

HX 

■ -i — 

— 

2-  The  Is-  inversion  on  the  Dominant,  whose  root  is  the  Mediant,  is  also  impossible. 


3.  The  li*  inversion  on  the  Tonic,  whose  root  is  the  Submediant,  has,  however,  a 
good  effect  in  the  Minor  form  of  the  key. 


4.  Therefore: 

If  II  is  a bass  note  always  figure  it  “6” --(with  an  accidental) 
If  III  is  a bass  note  always  figure  it  “6” 

If  VII  is  a bass  note  always  figure  it  “6” 

If  V is  a bass  note  NEVER  figure  it  "6” 


EXERCISES. 


1.  Figure  the  following  basses  so  as  to  obtain  good  chord  progressions  in  the  minor 
keys  indicated. 

(a)  u „ (b) (c) 

:--j f o ..{Lj, 1 :z 


(d) 


(e) 


(f). 


(ff) 


2.  Change  the  figuringof  the  following  so  as  to  improve  the  chord  progressions. 


(a) 


(b) 


(c) 


(d)  ^ 

5 5 

3 3 

'I  4 

5 

3 



= -A-  - 

(f) 


% #5 


5.  The  student  may  now  work  the  following  exercises  in  the  Minor  Scale,  proceeding 
in  each  case  on  the  method  prescribed  for  the  same  kind  of  exercises  in  the  Major  Scale. 
The  working  of  figured  basses  may  be  deferred  until  four-  part  writing  in  the  Minor 
Scale  is  reached. 
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TWO-PART  EXERCISES  in  the  MINOR  SCALE. 

Add  melodies  to  the  following  unfigured  basses.  Figure  the  Bass. 


4. 


* 7 

71 ~ 

f 

-o 

r J • \ 

\— M — 1 

Write  a bass  to  the  following  melodies.  Figure  the  Bass. 
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Chap.  XXIII. 


Doubling 
of  notes. 


CHAPTER  XXin. 


The  Minor  Scale:  Four-Part  Writing. 


1.  The  general  rules  about  the  doubling  of  notes  given  in  Chap.  XVI  still  apply; 
but  in  some  cases  it  may  be  necessary  to  deviate  from  these  in  order  to  avoid  incor- 
rect or  awkward  progressions. 


%.  If  the  chord  of  the  Dominant  precedes  or  follows  that  of  the  Submediant,  both 
being  in  root  position,  the  doubling  of  the  root  of  the  Submediant  chord  would  render 
it  impossible  for  all  four  parts  to  move  correctly. 


The  only  way  to  avoid  incorrect  progressions  like  the  above  is  to  double  the  3-d  in 
the  Submediant  chord  (the  strong  note : see  Chap.  XVI.  § 5) 


(b? 

P,-  ..  -L_  =j 

\ i 

1 

2 0 1^* 

. & _*■ 

- — — e 

tr 

EXERCISES. 


Add  three  parts  above  the  following  figured  Basses. 
8 
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Add  three  parts  above  the  following  unfigured  Basses.  Figure  the  Bass. 


c\.  ^ — n — — i — — — — — — 1 — 1 n 

MU  V ^ 71  n n 
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Chap.  XXIII. 


The  Major 
Sixth. 


Harmonize  the  following  melodies  in  four  parts. 


m 


m 


PCfir  -Jicrrr  i-tffmftf 


w 


j r.uf.jp 


CHAPTER  XXIV. 
The  Melodic  Minor  Scale. 


1.  The  use  of  the  Major  6^  and  the  Minor  T1?  of  the  Melodic  Minor  Scale  is 
generally  restricted  to  the  following  cases. 

2.  The  Major  6^  should  always  occur  in  an  ascending  scale  passage;  i.  e.,  be- 
tween the  Dominant  and  the  Leading- note. 


(a)  If  in  an  upper  part,  it  should  be  harmonized  as  the  61]1  of  a.  lsi  inversion. 


(b)  If  in  the  bass  part,  it  should  be  harmonized  as  the  bass  of  a lsi  inversion. 
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3.  The  Minor  Seventh  should  always  occur  in  a descending  scale  passage;  i.  e 
between  the  Tonic  and  Submediant. 


(a)  If  in  an  upper  part  it  should  be  harmonized  as  the  61?  of  a first  inversion. 


(b)  If  in  a bass  part  it  should  be  harmonized  as  the  bass  of  a 11*  inversion. 


4.  Each  of  these  melodic  notes  (the  Major  6*^  and  the  Minor  7*-)  should  be  fi 
gured  “6”,  when  occurring  in  a bass  part. 

EXERCISES. 

Add  three  parts  to  the  following  Basses.  Figure  the  Bass. 


The.  Minor 
Seventh. 


- Figuring  of 
the  Melodic 
notes. 
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PART  IV. 

DISCORDANT  HARMONY 


Chap  XXV. 


CHAPTER  XXV. 


The  General  Treatment  of  Discords. 

General  __ 

Classification.  1-  Discords  are  divided  into  two  main  classes:  ESSENTIAL  and  UN -ESSENTIAL. 

Essential  2.  An  Essential  Discord  is  a combination  which  requires  as  its  resolution  a com- 
Discords.  plete  change  of  harmony. 

The  discordant  triads,  Diminished  and  Augmented,  and  all  chords  which  contain  as 
constituents  two  notes  next  together  in  alphabetical  order,  are  Essential  Discords. 


Un-Essential  3.  The  Un- Essential  Discords  are  what  might  be  called  melodic  embellishments. 
Discords.  They  are  not  constituent  parts  of  the  chord  against  which  they  occur,  and  do  not  in 
any  way  affect  the  progression  of  that  chord. 

The  Un- Essential  Discords  are  Passing-Notes,  Suspensions,  Anticipations  and 
Pedal -notes.* 


Distinction 

between 

these. 


4.  The  Essential  Discord  is  a discordant  CHORD,  the  Un-  Essential  Discord  is 
a discordant  NOTE. 


Resolution.  5.  The  particular  note  or  combination  of  notes  to  which  a discordant  note  or  chord 
tends  to  proceed  is  called  the  Resolution  of  the  Discord. 

Most  discords  may  have  more  than  one  form  of  Resolution. 


Preparation.  6.  It  is  frequently  advisable,  though  not  always  necessary, to  Prepare  the  discordant  note. 

Preparation  of  a discord  occurs  when  the  note  which  causes  the  discord  is  sounded  as 
part  of  the  chord  which  immediately  precedes  the  discordant  combination. 

The  preparation  and  the  discordant  note  should  be  in  the  same  voice. 

* The  Pedal  note  is  often  a constituent  part  of  the  harmony.  Chap.  XXVII  § 11. 


CHAPTER  XXVI. 

Passing  Notes. 

Definition.  1.  A Passing  note  was  originally  a discordant  note  inserted  between  two  harmony 
notes,  and  served  as  a means  of  passage  from  one  to  the  other:  hence  the  name. 

Rules  for  the  2.  A Passing  note,  save  in  exceptional  cases,  is  always  quitted  by  step.  It  may, 
Treatment  however,  be  approached  by  step  or  by  leap,  and  may  be  upon  any  part  of  a beat  or  bar. 

„ °f. 

Passing 


Notes.  Passing  notes  taken 

and  left  by  step. 


t-U  J i.) 


Approached 
by  leap. 


— 

* *i 

pj — 

ujj 

Accented 
Passing  notes. 


I J I jJj  liJ.^ 


r=r? 


Accented  Passing  notes  are  sometimes  called  “Appoggiaturas.’1 
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3.  A Passing  note  taken  and  quitted  by  step  may  be  either  a tone  or  a semitone,  or 
even,  in  the  case  of  the  Harmonic  Minor  scale,  an  augmented  2n_d  from  its  resolution. 

-b. . . _ 


TT 

TT 


Generally,  in  this  last  case,  the  melodic  form  of  the  Minor  Scale  is  used  so  as  to 
avoid  this  somewhat  awkward  interval. 

il 


ii 

TT 


4.  A Passing  Note  which  is  taken  by  step  from  and  returns  by  step  to  the  same 
harmony  note,  is  called  an  Auxiliary  Note.  If  below  the  harmony  note  it  should  gene- 
rally be  at  the  interval  of  a semitone;  if  above,  it  is  usually  the  next  note  of  the 
diatonic  scale.  ★ 




★ 

. . n 

jin  J sE  j 'i2 

::  i»  ■_ 

5.  If  a Passing  note  taken  by  leap  resolves  upwards  it  is  usually  a semitone 
from  its  resolution.  j 

4-fL-j-jlJ  I 


6.  If  a Passing  note  taken  by  leap  resolves  downwards  it  is  generally  the  next 
diatonic  note  of  the  scale  above  its  resolution. 


J J . 


7.  Although  independent  of  the  harmony  a Passing  note  must  move  correctly  rela- 
tive to  the  notes  of  the  harmony. 


Bad: 


8.  A Passing  note  cannot  be  used  with  the  idea  of  correcting  an  already  bad  pro- 
gression. 

Bad: 


as  bad: 


9.  Passing  notes  used  simultaneously  in  two  parts  should  usually  proceed  in  con- 
secutive 3r_s  or  G*-5.  * 


f 


10.  In  what  are  called  “Changing  Notes”,  a Passing  note  taken  by  step  may  leap  a 
third  across  the  note  on  which  it  should  resolve  to  another  Passing  note  lying  one  de- 
gree on  the  other  side  of  this  note  of  resolution.  This  second  Passing  note  must  return 
immediately  to  the  note  of  resolution. 


J J 

H J J J J I o -11 

4 ■« J 

L-h— 

-K--  * =&== 

$ 


=8= 


Auxiliary 

Notes. 


Changing 

Notes. 
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11.  If  two  harmony  notes  proceed  by  step  downwards,  a passing-  note  taken  one 
degree  above  the  first  harmony  note  may  leaf  to  the  second. 

* 


n j in 


r f 7 


Figuring  of  12.  Passing  notes  which  occur  in  a bass  part  are  indicated  by  the  prolongation 
Passing  line  which  is  used  to  denote  the  persistence  of  one  particular  harmony  over  a moving 
Notes.  bass  part.  (Chap.  VII  §4)  Passing  notes  in  the  upper  parts  are  seldom  figured. 


l\t  t ^ 

~F~ 

J J = i 

±=i=d 

=4^ 

\-*r — f 

\-ey  ~d — pp- 

r -t  - 
i i 

-f f 

- - J - , 

-jU-J 

J 

— e 

im/tr-Tri 
6 6 

-rf  r-r-L£J-T-i 
6 

6 5 

EXERCISES. 

I.  Point  out  the  faults  in  the  treatment  of  the  passing  notes  in  the  following  examples. 

(a)  , (b)  , i j , (c) 


J J j , J , 1 i J jitJ 


~w 


f 


¥ 


J J 


(e) 


(f) 


J 


J. 


II.  Illustrate  the  use  of  “Changing  notes”  in  each  of  the  following. 


III.  Criticise  the  following  faulty  examples  of  “Changing  notes”. 
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IV.  Criticise  the  following  examples  of  Auxiliary  notes. 


V.  Figure  the  bass  of  the  following  passage. 


HANDEL. 


f - --Q- \\> — TO — ^ I 

p. 

-rT^--q 

* ■ . > * « 

- r « i*  r 

p J. 

. r 1* 

P— 

_jtf • 

1 

- ~--J 

-5 

© 

==*3 

4 

♦ J ? ♦ 

. J 

, — T—1 

TV.  i r 

2 ^ 

i r 

“40; 

*1.  iTT^  7 

2 : 

_L  1 J • 

w 

/ W T 

L — 5 

r — f — # 

J -* 

1 

o. 

*1:  ■>,-  --1 

tr - m 

• f 1»  w m — | — n 

/ h L 

..  ,L  h—  m W 

— — m — m~yrJ — m m — r — ■ • ?d 

p h 

— w — _u  r- — j — — — — 

1 8 3 

6_  6 
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CHAPTER  XXVII. 

Suspensions,  Anticipations  and  Pedal- Notes. 


Definition  1.  If  two  chords  come  together  in  such  a way  that  a note  of  the  first  proceeds 
of  by  step  downwards  to  a note  of  the  second,  the  note  which  should  so  proceed 
Suspension.  be  sus^ained  or  sounded  afresh  to  form  a discord  with  the  second  chord. 

It  is  then  called  a Suspension,  and  must  resolve  by  falling  one  degree  before 
any  further  change  of  phord. 


N.  B.  The  Suspension  is  entirely  independent  of  the  chord  against  which  it  is  discordant,  and  must 
always  be  thought  of  as  belonging  to  the  chord  which  prepares  it,  not  to  the  chord  over  which  it  be- 
comes discox-dant. 


Various  2.  As  there  are  three  notes  in  a triad,  and  as  each  of  these  may  serve  as  the  re 

kinds  of  solution  of  such  a suspended  discord,  there  are  obviously  three  possible  Suspensions. 
Suspensions.^^  are. 


(a) 

Cb) 

(c) 


Suspended  9 th 


The  Suspended  9^  which  resolves  on  the  root  of  the  triad; 

The  Suspended  4*?  which  resolves  on  the  3r-d  of  the  triad; 

The  Suspended  6^  which  resolves  on  the  5*1*  of  the  triad. 


Suspended  4th 


Suspended  6th 


3.  The  following  table  shows  these  three  Suspensions  with  their  respective  inversions, 
and  the  figuring  employed  to  indicate  each. 


Suspended  9 th 


Suspended  4th 


Root  Position.  l®t  Inversion.  211_(1  Inversion.  3rjf  Inversion. 


=t= 

i|  J-T-J  .1 

^ n 

9 

8 

-4- 

i-— J I) 

i 7 6 i 

heH 

5 4 

i J 

2_ 

i i 

#==l 

4 

3 

8 1- 

: 9 8; 

: 6 : 

7 6 

4 

2 

-_r 

Suspended  6th 


Suspended  4.  The  Leading  Note  is  frequently  used  over  TONIC  HARMONY  as  an  upward 
Leading  resolving  Suspension,  or  Retardation;  as  it  is  sometimes  called. 

Root  Position.  lst  Inversion.  2n_d  Inversion.  3rd  Inversion. 


-h ■J' 
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5 The  suspended  note  must  not  be  on  a weaker  accent  than  its  resolution. 


★ 


Rules 
for  the 
Treatment 

of 

Suspensions. 


6.  The  Suspension  somewhat  resembles  an  accented  passing'note,  but  differs 
from  it  in  the  fact  that  it  must  always  be  prepared. 


Accented 
Passing  Note 


Suspension 


N -i-  HI 

*T  \ 

I 

r 

7.  A Suspension  cannot  be  used  where  the  chord  on  which  it  resolves  would  be 
impossible,  or  where  faulty  progression  exists  independently  of  it. 


Bad 


Bad 


TV 


=8= 


TF 


8.  The  Suspension  should  not  be  sounded  at  the  same  time  as  its  Resolution. 
Except: 


(a)  When  the  Suspended  JPi1  or  Suspended  Leading- note  are  used  with  the  root 
in  the  bass. 


rl  ° 

r-J  J || 

#— 2 

O 

-e- 

H 

A- 

& 

L Q 

9 8 7 8 


Sounding 
the  Note 

of 

Resolution 
along  with 
the 

Suspension. 


Cb)  When  the  note  of  Resolution  is  taken  by  step  of  a 2n.d  in  contrary  moion  to 
the  progression  of  the  Suspension. 


(a)  , (b)  (c) 


' o 

d • A • 

1 % o 

—p** — p — 

j %7 

I ^ o 

-o- 

AX 

N J 

-O' 

"T  f 

AX 

6 

4 

7 6 

6 

4 

7 6 

9 8 

fi 

In  both  these  cases  the  two  notes  concerned  must  never  be  at  the  interval  of  a 2Iid 
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Double  and  9.  More  than  one  suspended  note  may  be  used  at  the  same  time  over  the  same 

triple  chord.  Such  are  termed  Double  and  Triple  Suspensions. 

tSUS'D  671S1071S 

Each  Suspended  note  is  resolved  according  to  the  rules  given  above,  without 
special  reference  to  the  other  discords. 


Susp.Q4!1  with 
Susp^l1 


pJ-f- 

ip-d 

"i‘"  r 

(b) 


Susp.9tf?with  I 
Susp.  leading, 
note. 


fpj 

"J  J 

(C) 


Susp.S^bwith  I 
Susp.6tllwith , 
Susp.^*? 


I 


feta 


m 


A Combination  like(c)  is  generally  regarded  and  described  as  the  Suspension  of  a Complete  Chord. 


Anticipation.  10  . When  a note  of  one  chord  is  introduced  as  a discord  into  the  harmony  imme- 
diately preceding  this  chord,  it  is  called  an  Anticipation.  The  Anticipation  and  the 
note  anticipated  should  be  in  the  same  voice. 


Pedal-Notes.  11.  A Pedal  (or  Pedal-Pomt,  as  it  is  sometimes  called)  occurs  when  a note 
persists  through  harmony  in  which  it  may,  or  may  not,  form  a part. 

(a)  Only  the  Dominant  and  Tonic  of  the  key  are  so  used. 

(b)  The  Pedal  note  may  be  in  any  voice ; if  in  an  upper  part,  it  is 
termed  an  Inverted  Pedal. 

(C)  It  is  best  to  quit  the  Pedal  note  only  when  it  forms  some  integral 
part  of  the  harmony. 

(d)  A Double  Pedal  occurs  when  both  Tonic  and  Dominant  are  used 
at  the  same  time  in  this  way. 


Figuring 

of 

Pedal-Notes. 


12.  The  figures  employed  to  indicate  the  harmony  above  a Pedal  represent  the 
intervals  which  the  upper  notes  make  with  the  Pedal-note,  whether  this  is  repeated 
or  sustained. 


EXERCISES. 

I.  Point  out  the  faults  in  the  treatment  of  the  following  Suspensions. 

(b) 


/ J 

M=H 

f=4=i 

& J ••• 

=f^ 

... 

r 

— e 

A 

i i 

A 

i J 

tH- 

(d) 

ii>  ' J' 


fefe 


<e> 


(« 


m 


^S- 


1 


n. 
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II.  Prepare,  write  and  resolve  the  following  suspensions  : 

(a)  A Suspended  94!1  in  root  position  on  the  Tonic  chord  of  E Minor. 

(b)  A Suspended  44!?  in  root  position  on  the  Dominant  chord  of  A Ma  jor. 

(c)  A Suspended  64*1  in  root  position  on  the  Submediant  chord  of  C Major. 

(d)  A Suspended  91!?  in  Is4  Invers . on  the  Dominant  chord  of  D Minor. 

(e)  A Suspended  44-  in  last  Invers.  on  the  Tonic  chord  of  F Major. 

(f)  A Suspended  64?  in  2n_d  Invers.  on  the  Tonic  chord  of  C Major. 


HI.  Prepare,  write  and  resolve  the  following  suspensions: 

(a)  A Suspended  94-  and  Suspended  44!?  in  Is.4  Invers.  on  the  Tonic  chord 
of  C Major. 

(b)  A Suspended  94?  and  Suspended  44!?,  with  the  44-  in  the  bass,  on  the 
Dominant  chord  of  C Major. 

(C)  A Suspended  44- and  Suspended  Leading-note  in  root  position  on  the 
Tonic  chord  of  C Major. 

(d)  A Suspended  94-,44-,  and  Leading-note  in  root  position  on  the  Tonic 
chord  of  C Major. 


IV.  Remove  the  Suspensions  from  the  following ; substitute  the  note  of  resolu 
tion  for  the  suspension. 

(a) 
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V.  Add  Suspensions  to  the  following  where  suitable . 


t-i  l *-:h 

— 1 

r-d--J  i 

#— 2-f 

T r" 

-r 

-T— 

r r i 

l-f — 

j 

J j. . 

j 

rl 

- j-  J 

J 

r r i 

=F=I 

L-f- f 

j i j j ■ 


n j 


cr  r p 


(b) 


i J 


* 


tfj  J > — 

i^n  n 

— — i — rr~ 

rf^T" 

r r 4 

K/r J 

4 v 

,v  , J 

■ j ) J 

-fy  , fl 

j -j. 

r 

- . r t- 1 = 

r ' * C-f 

4— E/-r — 

r c/ 1 

/ dh? — ^ - j j 

;=#k 

J 

F=f= 

t=t=| 

■*  f r 

=F= 

-f- 

=4 

4=r= 

T — 

i-„r-nA, 

r? 

— # — _ 

J2  J 

i 

i 

i 

A- 

VI  jfi  _ 

i 

11  b iLrr 

-Wh 

Lf*r  j 

=4=J 

t=jj 

=trrJ 

VI.  Add  two  middle  parts  to  the  following. 
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J J'"~j  "1 

-i 

1 J_j±n 

nL^j 

— d m 

1 1 * •"  t ^ 

LfE-f-A 

5 6 4 3 

7 6 5 

4 3 

W — r — 

5 6 1 

ir±u  i-j-j— i 

hj— j -1 

r -j-7-i 

i— r 1 

1 ■ l J ^ 

p ” *-<  • 

f 9:  jUt  p ~ f — 

5^ 

— t r — V . 

_ a 

-r  a 

C-f 

4 3 

r - r- ^ 

T . T 

Lr.^J 

/7 

fair, d 1 

O 

f-  -wf-- J 

6 

LnrJ 

L - f> 

1 7 6 

— hf-  - 

6 6 

9 81)7 

8 

4- 
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CHAPTER  XXVin. 

The  Discordant  Triads. 


Where  found. 


Diminished 
Triad  on  the 
Leading-Note. 


1.  There  are  four  Discordant  Triads. 

(a)  A Diminished  Triad  on  the  VII  of  the  Major  Scale. 

(b)  A Diminished  Triad  on  the  II  of  the  Minor  Scale. 

(c)  A Diminished  Triad  on  the  VII  of  the  Minor  Scale. 

(d)  An  Augmented  Triad  on  the  III  of  the  Minor  Scale. 


(a) 

l n 

(b) 

(c)  (d) 

F=Ff — II 

4t=L=A 

w - i 1 

II  1-  =8 

2.  The  Diminished  Triads  on  the  Leading-notes  of  the  Major  and  Minor  scales 
are  not  usually  employed  in  root  position. 


Diminished 
Triad  on  the 
Supertonic. 


3.  The  Diminished  Triad  on  the  Supertonic  of  the  Minor  Scale  maybe  used 
in  root  position,  if  resolved  on  some  position  of  the  chord  of  the  Dominant. 

The  diminished  5*-  from  the  root  (the  discordant  interval)  must  then  fall  a 
semitone,  and  should  be  prepared  where  possible. 


Augmented 
Triad  on 
the  Mediant 


4.  The  Augmented  Triad  on  the  Mediant  of  the  Minor  Scale  may  be  used  in 
root  position,  if  resolved  on  the  chord  of  the  Submediant. 

The  Augmented  54!1  from  the  root  (the  discordant  interval)  must  then  rise  a 
semitone,  and  should  be  prepared  where  possible. 


First 
Inversions 
of  discor- 
dant Triads. 


and 


5.  The  Diminished  Triads  are  treated  like  concords  when  in  lsi  inversion, 
require  no  particular  resolution,  (see  chap.  VIII  § 6) 


6.  The  Vl  inversion  of  the  Augmented  Triad  must  be  resolved,  like  the  root 
position,  on  the  Submediant  chord. 

The  Augmented  5^  of  the  chord,  now  the  3r.  from  the  bass  note,  is  gene- 
rally prepared  and  must  rise  a semitone. 

ftu  I mil 

o •Q- 


7.  The  student  should  notice  that  the  root  of  the  chord  of  resolution,  in  the 
case  of  these  discords,  is  found  a fourth  above,  (or  a fifth  below)  the  root  of  the 
discordant  triad. 
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Add  3 parts  to  the  following  figured  basses. 


Harmonize  the  following  unfigured  Basses;  use  discordant  triads  where 
marked  (+).  Figure  the  bass. 


- + 

+ 

• f.  9 x,-  & 

O | 

m 

/ " a — n — t. 

* 

/O.  _ J 

I" 

— T- 

— « 

L? — m. 

i — 

— © — “ 

•<>:#;  2 

+ 

4 ;n;  r m “ 

_ 6 — a-  - 

a 

-* © 

l £ c.  1 p_ 

CHAPTER  XXIX. 

Chords  of  the  Seventh. 

1.  Chords  of  the  Seventh  are  formed  by  the  addition  of  another  interval  of  the 
3r.d  to  the  triad. The  note  which  is  so  added  is  at  the  interval  of  a 7 ^ from  the  root 
of  the  triad.  A chord  of  the  Seventh  may,  therefore,  be  found  on  each  of  the  seven 
degrees  of  both  Major  end  Minor  Scales. 


2.  The  Seventh  on  the  fifth  of  the  Scale,  the  Dominant  Seventh,  is  the  most 
important  of  these.  It  is  the  same  in  both  Major  and  Minor  scales,  and  is  distin- 
guished from  the  other  chords  of  the  seventh  by  the  fact  that  it  alone  possesses  a 
Major  3r_d,  a Perfect  5^,  and  a Minor  7 ^ from  the  root. 


Major  3r.d  Perfect  Minor  7*1* 


3.  The  chords  of  the  Seventh  on  the  other  six  degrees  of  the  scales  are  known 
as  Secondary, or  Diatonic  Sevenths. 

4.  The  Dominant  Seventh  may  be  resolved  in  more  than  one  way,  the  Se- 
condary Sevenths  resolve  in  one  way  only. 

113748 
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Seventh. 


The 

Secondary 

Sevenths. 
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Inversions 
of  the 
Sevenths. 


Figuring  of 
the  various 
positions  of 
the  Seventh. 
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5.  A chord  of  the  Seventh,  having  three  notes  besides  the  root,  is  capable  of 
three  inversions. 

Root  Position  (bass -note  is  the  root) 
l3t  Inversion  (bass-note  is  the  3r_d  ) 

2,'i1  Inversion  ( bass -note  is  the  54!1) 

3ri*  Inversion  (bass-note  is  the  74!1  ) 

6.  The  figures  employed  to  indicate  the  various  positions  of  the  chord  of 
the  Seventh  show  the  intervals  which  the  upper  notes  make  with  the  BASS. 


The  Root  Position  is  figured  “7”  or  “J”  or  ” or  “5  ” 


u 7 v 


The  Is.  Inversion  is  figured  or  “5” 


The  2nd  Inversion  is  figured  « | »>  or  “4” 

3 

0 

The  3rd  Inversion  is  figured  “g”  or  “4”  or,  rarely  “2”. 
The  abbreviated  forms  of  figuring  are  the  most  usual. 


EXERCISES. 


1.  Write  the  figures  (and  the  usual  abbreviations  of  these)  which  would  be 
employed  to  indicate  the  following  chords. 

a b c d e f g 


(B 

frR; 

— 

1 ^ 

Vt  l\ 

o 

o 

a 

Q 

o 

O 

o 

L0 

[ z 

hiklmnop 


HO 

— 

U — — — 

=&= 

T T - 

fe  .. 

— 

- 

— Ira1: 

=*SF= 

f J 

2.  State  which  of  the  above  chords  are  Dominant  Sevenths  and  name  the  keys 
in  which  they  are  found  as  such. 

3.  Write  and  figure  the  various  positions  of  the  Dominant  Sevenths  in  the 
following  keys. 


(1) 

C 

Minor 

(4) 

El» 

Minor 

(7) 

A Major 

(2) 

F# 

Major 

(5) 

G 

Minor 

(8) 

G#  Minor 

(3) 

D!> 

Major 

(6) 

B 

Major 

(9) 

Bl>  Minor 
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CHAPTER  XXX. 
The  Dominant  Seventh. 


1.  The  Dominant  Seventh  usually  resolves  upon  the  Tonic  chord, when  the  3rd  The  most 
of  the  Dominant  Seventh  (the  Leading-note  of  the  scale)  should  rise  and  the  7*?  Resolution 
should  fall,  each,  one  degree.  In  the  Major  form  of  the  key  the  must  therefore 
fall  a semitonej  in  the  Minor  form,  a whole  tone. 


± ^tT  "1 

— €*rTrrryr 

&A-  bo-* 

f bS  8 

— — 

w “ — g — 

-4S — 

^ -e* 

^ 

hHV  - o.l 

7 7 7 7 


2.  The  5*!?  is  the  only  note  which  may  be  omitted  from  the  Dominant  Seventh}  Omission  of 
the  root  should  then  be  doubled  in  four -part  writing.  the  fifth. 


The  student  should  note  that  when  in  four -part  harmony  the  Dominant  Seventh  resolves 
on  the  Tonic  chord,  both  beinp  in  root  position,  the  S4)1  of  the  one  chord  or  of  the  other 
MUST  BE  OMITTED;  otherwise  consecutive  fifths  will  result. 


3.  When  the  Dominant  Seventh  in  an  inverted  form  resolves  on  the  Tonic, 
the  3rd  and  the  7l£  proceed  in  the  manner  indicated  in  § 1 ; i.e., 
the  3rd  must  rise  one  degree, 
the  7l?  must  fall  one  degree. 


Inversions 
of  the 
Dominant 
Seventh 


4.  There  is  only  one  exception  to  the  above  rule.  When  the  bass  of  the  Exceptional 
2n.d  inversion  rises  to  the  3r-d  of  the  Tonic  chord,  the  7tJ1  of  the  Dominant  (the  3rd  resolution 

071 

from  the  bass)  may  rise  in  conse'cutive  thirds  with  the  bass.  Tonic  chord. 
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Chap.  XXX. 


Limitations 
of  the  2nf 
Inversion. 


5.  The  2nd  I nversion  of  the  Dominant  Seventh  should  be  treated  according 
to  the  rules  governing  the  treatment  of  the  2 nd  Inversion  of  the  common  chord  of 
the  Dominant. 

It  should  not  be  approached  by  leap  from  an  inversion  of  another  chord. 

It  should  not  be  quitted  by  leap  to  any  position  of  another  chord,  (see  Chap. IX.) 

EXERCISES. 

1.  Resolve  the  following  Dominant  7t*is  on  their  respective  Tonics,  Major 
and  Minor. 


(a) 

v£r~^ — 

(b) 

(c) 

(d) 

(e) 

(f) 

n. — ^ — 

-fa— 

h 

— m — 

—&■ 

— ^ — 

A(g) 

(h) 

(k) 

(i) 

(m) 

(n) 

^ 

e 

[-  1?8 

- 

© 

prig— 1 

U - — 

h:  | 

eP 

2. 


Resolve  the  following  chords  in  two  distinct  ways. 


Add  three  parts  to  the  following  Basses  . 
3 


36 


6 


6 7 

4 


3 

4)‘  , . 

■ ■■[ 

— 

© — — H 

a c, 

— 

- 1 

4 

Q 

6 

6 

6 

cJ 

4 

6 

6 7 

q - °| — 

— 

r * 

[.  f -r-j 

■ £ 

4 

— i 

6 

6 

4 6 

4 

4. 


e 6 7 


o 

-4  — 



6 

6 7 

• 

6 

G 6 6 4 

A 9 
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CHAPTER  XXXI. 

The  Dominant  Seventh  (cont.) 

1 .  The  Dominant  Seventh  when  in  root  position  frequently  resolves  on  the  Resolution 
Submediant  chord.  . ?n^e-  , 

The  o _ in  this  resolution  rises  one  degree.  chord 

The  in  this  resolution  falls  one  degree. 


g-  - -i 

||>,-  L . -~~Ti 

, 5. 

r — — p — 

" 

ii 

The  only  difference  between  this  resolution  and  that  described  in  the  previous  chapter 
is  in  the  progression  of  the  root  of  the  Dominant  Seventh. 

2.  The  progression  of  the  root  of  the  Dominant  Seventh  by  step  to  the 
root  of  the  Submediant  will  give  rise  to  consecutive  5*-%  if  the  in  the  first 
chord  proceeds  to  the  5*-  in  the  2 nd  chord.  The  3rd  in  the  Submediant  chord  must 
therefore  be  doubled.  (Compare  Chap.  XXIII  § 2) 


% 


3.  The  resolution  of  the  inversions  of  the  Dominant  Seventh  on  the  Sub- 
mediant is  rarely  met  with  in  the  Major  form  of  the  key. 

These  inversions  would  resolve  on  either  the  ls.^  or  on  the  2nf*  inversion  of  the  Submediant, 
neither  of  which  is  an  effective  chord  in  the  Major  key.  In  the  Minor  form  of  the  key  resolution 
of  an  inverted  Dominant  Seventh  upon  the  l3.1  Inversion  of  the  Submediant  is  not  uncommon. 
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Chap.  XXXI. 


EXERCISES. 

Resolve  the  following  Dominant  Sevenths  on  the  Submediant  Chords  of  the  MAJ  OR 
and  MINOR  Scales  in  which  each  is  found. 


Add  three  parts  to  the  following  Basses. 


Tn — 1 1 1 n 

’i*  ip,.  _ . _ , rj 

rj 

I 

/ h i G r 

r a 

r r It 

— & — 1 

■■  ° * J * 1 

G G It 

6 6$  7 6 7 


5 


£"V.  I — i 1 'J C ^ C~ ^ 

/•  I lv h 1 * 

op  _ K „ 

tt  r z: 

_£  'vr.yr.  £ ~ 

ask  d 

f 5 | 6 7 6 k l 


TV*  h 

s — n s — — i — — — 1 — 

i ^ , --  

. K . tt  5T_  _ * _zt  z=t 

/ U'  ,1'  f)  fJ  F * fA  A r 

1 ' P r 77 

^ ^ 61  — e 

V 1 r — 1— — — ti— 1— g ° t . 

% % 6 6 ' 6 5 ' 6 ' 1|  « 6 7 
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CHAPTER  XXXII. 


The  Dominant  Seventh  (cont). 


Resolution 


1. 


071/  (L71 

The  root  position  of  the  Dominant  Seventh  may  resolve  upon  either  of  the  Inversion 


inversions  of  the  Subdominant  Common  Chord. 


of  the 

Subdominant 

Chord. 


2.  The  7t_h  of  the  Dominant  Seventh,  being  the  root  of  the  resolution  chord, 
does  not  in  this  case  move,  but  remains  stationary  in  the  same  voice.  The  3r-d  of 
the  Dominant  rises  one  degree  to  the  5*2*  of  the  Subdominant. 


3.  The  It1  and  2*1?  inversions  of  the  Dominant  Seventh  may  each  resolve  on 
the  2n_d  inversion  of  the  Subdominant.  The  3r_d  rises  a semitone  and  the  7^  remains 
to  be  the  root  of  the  resolution  chord. 


6 6 4 6 

5 4 3 4 


4.  The  3Ld  inversion  of  the  Dominant  Seventh  does  not  usually  resolve  on  the 
chord  of  the  Subdominant. 


EXERCISES. 

Resolve  the  following  Dominant  Sevenths  on  the  Subdominant  chords  of  the 
MAJOR  and  MINOR  Scales  in  which  each  is  found. 

a)  b)  c)  d)  e) 


\jt  -o  -•  • i 

— jt>o 

rt 

--ifrj 



y y 

«r — 



— — 

JO. 

_ .to  . . 

0 

—b b— r 

^ 
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Add  three  parts  to  the  following-  figured  Basses. 


til „ m 9 J I 

a I* <9 a— 

a [ ^ m 

1— J L-J F— t- — =— *- 

~F  zzzzrf: — l 

6 6 466  6 466765 

3 4 2 4 4 3 


AV L 1 ......  ^ 4 % 1 

J-  I 1/1  r>  «J 

L_ ^ 

“ 0 -e  k r 

— 

- 9 ^ 

L_o _ — 1— f 1 

---I 

66  667656  66  4 

4 4 42 


V, — - — & — 

V 0 _ 

r. 

J 

9- 1 

V 9.1,  j,  - - 

* ■ r 

0^ 1 

-Lr  - - 

=3 

6 

6 

5 

6 5 6 
4 3 

6 

4 6 4 

2 3 

6 

4 5 

m 


m 


1 8 


« I 


m 


6 5 
4 3 


m 


6 fci  6 6 

4 4 


6 6 
4 


t^=f 


‘I 

3 


6 6 
4 


6 5 
4 3 


Harmonize  each  of  the  following  melodies,  using  Dominant  Sevenths  in  an 
appropriate  position  where  marked  “ + ”.  Resolve  each  Seventh  on  the  Tonic 
chord:  figure  the  bass. 
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Harmonize  each  of  the  following  melodies,  using  Dominant  Sevenths  in  an 
appropriate  position  where  marked  “ + Resolve  each  Seventh  on  the  Subme- 


diant  chord.  Figure  the  bass. 

, J \v=F=\ 

i l -f  , ■ : 

+ 

!■  _=fFg  <i  1 J 4 1 [ 4—1 

rj  r '1=1 

— i 

+ 

i 

rhr~ 

1.*  I • ^ i 
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Harmonize  each  of  the  following  melodies,  using  Dominant  Sevenths  in  an 
appropriate  position  where  marked  Resolve  each  Seventh  on  the  Subdo- 

minant chord.  Figure  the  bass. 
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CHAPTER  XXXIII. 

The  Secondary  Sevenxns. 

1.  These  chords  resolve  in  one  way  only.  Resolution. 

Each  chord  of  the  Seventh  should  be  followed  by  that  chord  whose  root  is  a 
4til  above,  or  a 5^  below  the  root  of  the  Seventh. 

The  7***  of  the  discord  should  fall  one  degree  to  the  3r_d  of  the  resolution  chord; 
the  3r_d  of  the  secondary  7*2*  is  free  in  its  progression. 


Secondary  7t_h 
on  D. 


Boot  Position  ist  Inversion  2ni'  Inversion  3rd  Inversion 


/ — n 

\k>  ^ 

Y “ O 

AX  AX 

AX  AX 

JL — ° 

- 



2.  The  chord  of  resolution  may  be  a triad  (as  above),  or  another  chord  of 
the  seventh. 

This  latter  case  frequently  leads  to  a more  or  less  extended  sequence  of 
chords  of  the  Seventh;  each  resolving  on  the  next  following. 

If  in  root  position  and  in  four  parts,  the  5^  must  be  omitted  from  each  al- 
ternate chord  of  the  Seventh  in  such  sequence.  (Chap.  XXX  § 2) 


Bad 


drA 


n 


etc. 


3.  The  addition  of  a second  discordant  note  to  a combination  already  discor- 
dant does  not  absolve  the  student  from  the  necessity  of  resolving  the  original  dis- 
cord correctly. 


Sevenths 
formed 
on  the 
Discordant 
Triads 


4.  So  that,  in  the  Minor  Scale,  if  a Secondary  Seventh  is  formed  on  the  Dis- 
cordant Triads  (II  and  III)  it  should  not  be  forgotten  that  the  discordant  5-h  must 
resolve  as  indicated  in  Chap.  XXVIII,  at  the  same  time  as  the  7t_h  resolves. 


I 


tt 


7 

*5 


5. 

MINOR 


When  a Secondary  Seventh  is  formed  on  the  Tonic  of  a Minor  scale,  the  Use  of  the 
7tJ1  (of  the  Melodic  Scale)  is  generally  used  in  preference  to  the  MAJOR 


The  resolution  of  the  Major  7ti1  would  involve  the  progression  of  an  Augmented  2n-d. 
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Chap.  XXXIII. 


Preparation  6.  Though  never  absolutely  necessary,  it  is  generally  advisable  to  prepare  the 
Seventh  discordant  interval  in  these  chords.  (Chap.  XXV.  § 6) 


EXERCISES. 


Add  two  inner  parts  to  the  following. 
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uj  J ■ 

j j , fhj~i=i 

h J i"in 

- — m — 

*r  . r — 

1— F— F- 

f * IS-  -' 

_■ p ^ p 

R 

a c;  ^ M 

- t=J=*  hJ  J 

l_J  J |- 1.-.1 

L_J  J.-j 

— j — n 

i — j -■-» 

«— . — W— 

#— 4 

7 4 6 — 

2 6 5 

^ r ^ 4 ij7 

7 3 

1 

4 

2 

r r 6 6 ^ 
6 t]_  ^ 

Add  three  parts  to  the  following  Basses. 


Add  three  parts  to  the  following  unfigured  basses,-  use  Secondary  Sevenths  in 
an  appropriate  position  where  marked  “+”.  Figure  the  bass. 

The  chord  which  follows  each  marked  bass-note  should  first  be  determined;  then 
the  Secondary  Seventh  to  be  employed  will  be  that  whose  root  is  a 41-  below  the 
root  of  this  resolution  chord. 


+ + 

+ 

4 

" w-  £j  t v*  n t v'  ti  o ' *•  o iii  p rv 

— 

*/.  / h n m 

1 

=t 

_ ^ 

— 1 — f- 

113748 


66 


Chap.  XXXIII. 


CHAPTER  XXXIV. 


Transference  and  Ornamental  Resolution  of  Discords. 


Transference 

of 

Discordant 

Notes. 


1.  If  two  or  more  different  positions  of  a discordant  chord  follow  one  ano- 
ther, it  is  necessary  to  resolve  only  the  last  position.  Only  essential  Discords 
can  be  treated  in  this  way. 


a) 


Discordant 

Triad 


4 6 

3 5 


Ornamental  2.  The  resolution  of  a discord  may  be  “ornamented”  by  the  insertion  of 
Resolution.  some  note  (or  notes)  between  the  discordant  note  and  its  resolution.  This  insert- 
ed note  may  be: 

(a)  A note  of  the  harmony. 

(b)  A passing  note. 

This  device  may  be  employed  in  the  case  of  both  Essential  and  Unessential 
Discords.  (Cf.  Chap.  XXVI  § 10) 


a)  Discordant  Triad  fc)  Dominant  7th  c)  Secondary  7th  d)  Suspension  e)  Passing  Note 
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Index. 


Accidentals  in  figuring:  VII,  5. 

Alto  Voice:  V,  2. 

Anticipation:  XXVII,  10. 

Appoggiatura:  XXVI,  2. 

Ascending  Melodic  Minor  Scale : XXIV,  2 
Ascending  Sequence:  VI,  2. 

Augmented  Intervals:  V,  3. 

Augmented  2>I<1  : XXI,  2. 

Augmented  4^*:  XXI,  1,2. 

Augmented  B^J1:  XXI,  2. 

Augmented  Triad:  II,  3. 

Augmented  Triad,  where  found,  XX,  3. 

Augmented  Triad,  resolution  of,  XXVIII,  4. 
Augmented  Triad,  inversion  of,  XXVIII,  6. 

Auxiliary  Note:  XXVI,  4. 

Avoidance  of  faults  of  Part -Writing:  XVII,  3. 

Bass  Figured:  VII. 

Bass  Note:  HI,  1. 

Bass  Unfigured:  XHI. 

Bass  Voice:  V,  2. 

Cadences:  XII. 

Cadential  2nd  Inversion:  IX,  5. 

Changing  Notes:  XXVI,  10 

Choice  of  Chords  in  the  Major  Scale:  XI. 

Choice  of  Chords  in  the  Minor  Scale:  XIII. 

Chords  of  the  Seventh:  XXIX 
Common  Chord:  II,  5. 

Concord:  I,  3. 

Contralto  Voice:  V,  2. 

Contrary  Movement:  IV,  2. 

Consecutives:  IV,  3. 

Diminished  Triad  in  Major  Scale :VHT,  4. 
Diminished  Triad  in  Minor  Scale:  XX,  3. 
Diminished  Triad  in  Minor  Scale,  resolution XXVEH3. 
Diminished  Triad  in  Minor  Scale,  inversion. XXVHI,5. 


Discord:  I,  3. 

Discordant  Triads:  II,  5. 

Dominant  Seventh:  XXIX,  2. 

Dominant  Seventh,  inversions  of,:  XXX, 3:  XXXI,  3 : XXXII,  3. 
Dominant  Seventh,  resolution  on  the  Tonic:  XXX. 

Dominant  Seventh,  resolution  on  the  Submediant:  XXXI. 
Dominant  Seventh,  resolution  on  the  Subdominant:  yXXII. 
Double  Suspensions:  XXVII,  9. 

Doubling  of  the  Root  of  the  Triad:  XVI,  4. 

Doubling  of  the  Third  of  the  Triad:  XVI,  5. 

Doubling  of  the  Fifth  of  the  Triad:  XVI,  6. 

Doubling  of  the  Leading  Note:  XV,  2. 

Doubling  of  Notes  in  the  Minor  Scale:  XXIII,  1. 

Effective  use  of  Mediant  Triad  in  Major  Scale:  XI  5. 
Essential  Discords:  XXV,  2. 

Exceptional  resolution  of  the  Dominant  Seventh:  'XXX,  4. 
Faults  in  Part -Writing:  XVII,  2. 

Feminine  Cadence:  XII,  3. 

Fifth  (interval  of)  in  two  part  writing:  X,  4. 

Fifth  (omission  of)  of  the  Triad:  XVI,  7. 

Fifth  (doubling  of)  of  the  Triad:  XVI,  6. 

Fifth  (omission  of)  of  the  Dominant  Seventh:  XXX,  2 
Figured  Bass:  VII. 

Figuring  of  notes  of  the  Melodic  Minor  Scale:  XXIV,  4. 
Figuring  of  Passing  Notes:  XXVI,  12. 

Figuring  of  Pedal  Notes:  XXVII,  12. 

Figuring  of  Suspensions:  XXVH,  3. 

Figuring  of  Triads:  VH,  2. 

Figuring  of  the  Chord  of  the  Seventh:  XXIX,  6. 

Full  Cadence:  XII,  4. 

Half  Cadence:  XII,  5. 

Harmonic  Sequence:  VI,  3. 

Harmonic  Minor  Scale:  XX,  1. 

Harmony:  I,  2. 

Hidden  Consecutives:  IV,  5. 


* Roman  numerals  indicate  Chapters,  Arabic  indicate  Paragraphs. 
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Ineffective  Chords  in  Major  Scale:  XI,  3. 
Ineffective  Chords  in  Minor  Scale:  XXII,  1,2,3. 
Inner  Parts:  XVTI,  1.  . 

Interrupted  Cadence:  XU,  6. 

Intervals  used  in  Two  Part  Writing:  X,  2. 
Inversion  of  Triads  in  the  Major  Scale  :VHI,  IX. 
Inversion  of  Triads  in  the  Minor  Scale:  XX, 5. 
Inversion  of  Discordant  Triads:  XXV ill,  5. 
Inversion  of  the  Chord  of  the  Seventh:  XXIX,  V. 
Inversion  of  Suspensions:  XXVII,  3. 

Key:  IX,  1:  note. 

Key-Note:  I,  2. 

Leading  Note,  progression  of,  IV,  7. 

Leading  Note,  doubling  of,  XV,  2. 

Leading  Note,  descending:  XI,  5. 

Leading  Note  Triad:  Vill,  4. 

Leading  Note,  Triad  in  first  Inversion:Vlil,  6. 
Leap  of  Augmented  Interval  in  Melody.-  V,  3. 

Leap  of  Diminished  Interval  in  Melody:  V,  3. 
Lowest  Part:  HI,  1. 

Major  Triad:  II,  3. 

Major  Scale,  triads  in:  VHI. 

Major  Scale,  first  inversions  in:  Vlfl,  5. 

Major  Scale,  second  inversions  in:  IV. 

Mediant  Triad  in  the  Major  Scale:  XI,  5. 

Melodic  Minor  Scale:  XXIV. 

Melodic  Minor  Scale, use  of  the  Major  Sixth:XXiy2. 

Melodic  Minor  Scale,  use  of  the  Minor  Seventh: 

XXIV  3. 

Melodic  Progression:  V. 

Melody:  I,  1. 

Middle  Cadences:  XU,  8. 

Minor  Triad:  II,  3. 

Minor  Scale,  triads  in:  XX,  2. 

Minor  Seale,  first  inversions  in:  XX,  5. 

Minor  Scale,  second  inversions  in:  XX,  7. 

Oblique  Movement:  IV,  3. 

Omission  of  notes  from  the  Triad:  XV,  2:  XVI,  7. 
Omission  of  notes  from  the  Seventh:  XXX,  2. 
Passing  notes:  XXVI. 

Passing  Second  Inversion:  IX,  6. 

Part:  IV,  2. 


Part -writing,  rules  of : IV. 

Pedal  note:  XXVII,  11. 

Phrase:  XII,  2. 

Plagal  Cadence:  XII,  7. 

Preparation:  XXV,  6. 

Prolongation  Line:  VII,  4. 

Repetition  of  notes:  V,  4. 

Resolution  of  Discordant  Triads:  XXV 111. 
Resolution  of  Suspensions:  XXVII,  2. 

Resolution  of  Sevenths:  XXX  to  XXXIII. 
Resolution,  Ornamental:  XXXTV,  2. 

Root:  II,  2. 

Root  Position:  III, '2. 

Secondary  Sevenths:  XXXIII. 

Second  Inversion:  III,  5. 

Second  Inversions  in  the  Major  Scale:  IX. 
Second  Inversions  in  the  Minor  Scale.-  XX,  7. 
Second  Inversions,  Cadential:  IX,  5. 

Second  Inversions,  Passing:  IX,  6. 

Second  Inversions  of  Dominant  Seventh,  excep - 
tional  resolution:  XXX,  4. 

Sequence:  VI,  1. 

Seventh,  see  Dominant  Seventh. 

Similar  Movement:  IV,  3. 

Strong  Chords  in  the  Key:  XI,  1. 

Suspensions:  XXVII,  1. 

Tenor  Voice:  V,  2. 

Transference  of  Discordant  Note:  XXXIV,  1. 
Treble  Voice:  V,  2. 

Triads:  II. 

Triads  in  Major  Scale:  Vill,  IX. 

Triads  in  Minor  Scale:  XX. 

Tune:  XII,  1. 

Unessential  Discord:  XXV,  3. 

Use  of  Discordant  Triads:  XXVIII. 

Use  of  Mediant  Triad  in  the  Major  Scale:  XI,  5 
Use  of  Melodic  Minor  Scale  in  Harmony:  XXIV. 
Use  of  Second  Inversion:  IX. 

Various  kinds  of  movement:  IV,  3. 

Various  Voices:  V,  2. 

Weak  Chords  in  the  Key:  XI,  1. 
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